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ABSTRACT

While making conscious choices is an integral part of
writing, the unconscious also plays an important role in
the composing process.

Linguistic knowledge, images, and

sensations stored in the unconscious provide input as au
thors select ideas to develop.

These unconscious elements

help writers choose among lexical and grammatical alterna
tives when they attempt to communicate personal visions to
an audience.

Psycholinguists, like Slobin and Paivio, discuss lin

guistic competence or implicit linguistic knowledge and its
influence on writing.

Langer, Bodkin, and Klinger are among

the philosophers and researchers who focus on other internal
factors, like imagination and feelings.

Many of these theo

rists claim that interactions with our external environment

are preserved in the unconscious as images.

These images

and the emotions that aocompany them emerge during imagina
tive play, dominating our fantasies and inspiring us to v/rite,

Current v/riting theory supports the need for prev/riting

exercises, like modeling and clustering, in the classroom.
Prewriting techniques can help students recover inherent

linguistic knowledge, images, and feelings so that these

elements can be applied during the composing process.
iii
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INTRODUCTION

Linguistic knowledge, images, sensations and memo-^
ries, stowed av^ay in the unconscious, sustain writers;
like the oxygen vje breathe, these unconscious elements
are intangible, untouchable, but necessary.

Indeed,

without them, our ability to communicate ideas and feel
ings would suffer enormously, and our poetry and prose

would remain sealed away, lost to society forever.

The

images and sensations that emerge in our fantasies along
with the words and forms to express them do more than
adorn our texts; they are our texts.

Our message and

our style cling to one another, each dependent on the
other for the "v7hole" to survive.

The words we choose,

the linguistic structures we devise, the comparisons we
draw, the "realities" we create, all of these elements
influence how we write, and, at the same time, what we
write.

Since words bridge the chasm between our ideas and

their expression, I will begin by exploring how our abil
ity to generate language may be linked to our implicit;
knowledge, acquired as we interact with the environment.
In Chapter 2, I will consider various concepts of imagina
tion, its relationship to fantasy, and their role in the

composing process.

I have also included observations

made by three accomplished authors, Edith Wharton,

Eudora Welty, and Virginia Woolf.

All three allude to

imagination as the birthplace for ideas and remark that,
they must pull words and forms from their unconscious
before they put ink to paper.
.In Chapter 3, I will focus on relationships among

feelings, language, and writing.

While some feelings

are easy for us to identify, others, hidden in our un

conscious, are difficult to describe.

Our feelings,

however, influence what we write as. well as how we write.

Finally, while some are able to reach to their un
conscious. for ideas and a form to contain them, others
seemi unable to do so or are even unaware that such a

reservoir exists.

Educators must find.vvays, then, to

help potential writers recover inherent linguistic knowl

edge and tap into images and feelings buried just beneath,
the surface..

In my last chapter, I have applied theories

that I studied, using them to inspire student v/riting
when teaching in elementary school classrooms.

I have

used V7ork done by Gabriele Lusser Rico on "clustering."
While I found it necessary to modify some of her strat
egies when working with younger children, .1 was pleased
with the level of enthusiasm elicited from students dur

ing "clustering" sessions;.

I will share some of my

results and will also discuss several different ways to

combine "clustering" v/ith other teaching methods.

CHAPTER 1

USING VERBAL AND

••

NONVERBAL PROCESSES

TO GENERATE LANGUAGE

Before we can write, we need language.

Without

words, our ability to communicate the ideas emerging
■ from imagination is lost.

No one knov^s exactly how we

generate language; however, most theorists agree that
our unconscious is instrumental to the process.

unconscious is not an easy construct to explore.

The

The

words, images, and feelings stored there defy direct ob
servation forcing us to base our theories on introspec
tions and overt language behavior.

However, I believe

that v^riting and the unconscious are bound together so
that we must explore one to understand the other.

are our ideas born?
them?

Where

How do we find the words to express

While definitive answers to these questions elude

us, they invite discussion.

indeed, I hope to show that

our unconscious houses the images and linguistic knowl

edge we need if we are to share our life experience v/ith
others.

If we believe that unconscious linguistic elements

influence our writing technique, then it is important

for us to learn more about them.

Psycholinguists like

Dan Slobin identify the internalized patterns that exist
language as do cognitivists like Allan Paivio. - How

xn

ever, while Slobin focuses on innate verbal processes
and their effect on the way we v/rite, Paivio insists

th^t.nonverbal imagery also plays an important role in
th^ composing process. Finally, educators like Mina
Shaughnessy apply both psycholinguistic and cognitivist
theory to their classroom settings.

They insist that

stifdents must write in order to tap.their unconscious
I ■

■

■
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■

'

■

•

.

linguistic resources.

In addition to identifying linguistic patterns,

psycholinguists also try "to determine how such struc

tural knov/ledge is put to use."^ How do writers decide
on particular grammatical constructions as they grapple

wiih ways to express ideas? Where do they store syntac
tic and semantic alternatives?

Slobin suggests that we

hafbor certain linguistic information in our unconscious
i
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anc^ refers to this implicit knowledge as our "linguistic
i ,

competence."

,

■

.

Since implicit knowledge cannot be directly

observed, we must find other,v/ays to explore this impor
tant construct.

Thus, theorists study our "linguistic

performance," our overt language behavior, hoping to gain
insight into,how we verbalize by analyzing what we ver
balize.

To some extent, then, linguistic performance acts
as a key for researchers, a key to our unconscious where

valuable but otherwise unattainable linguistic informa

tion is stored.

We should be willing, of course, to use

whatever means are available so that we can make some the

oretical headway as we explore linguistic competence;
however, v/e should also recognize that important differ
ences do exist between our competence and our performance.

The grammatical and lexical choices we make do depend on

our implicit knowledge, but they are also affected by
psychological factors like memory and attention span and
by envirohm.ental factors like noise and stress levels.

Thus, the information we gather may provide us with some

insight regarding linguistic competence but may not ac
count for the entire construct.

Indeed, as we examine

current research, we should keep in mind that theories

based on linguistic observation may suffer certain weak
nesses.

We are left, then, with an interesting mystery to
solve; that is, if linguistic competence does exist and

all language users do indeed have some implicit struc

tural knowledge, then where did this implicit knowledge
come from?

Researchers are not really sure.

Like proc

esses that occur in the unconscious, linguistic material

stored there defies direct observation, forcing us to

base theories of origin on language that has already been

generated.

In Psycholinguistics, Slobin postulates that

children know something about, what words mean and'how to

combine them in' their particular language before produc
ing connected speech of their own.

The author cites

Sachs and Truswell (1976) v/ho concluded that even young
sters' one-word utterances, like "me," "express underly
2

ing relational notions."

Slobin goes on to say that

children use symbols (e.g., images and words) to repre
sent absent objects and thus internalize the outside
world.

As they grov/, so does their symbolic reservoir

and, in turn, their linguistic options.

Thus, older,

more experienced children are better equipped to search
out conventionally accepted words and syntax or more
effective ways to communicate their ideas to one another.
Cognitivists like Allan Paivio focus on nonverbal

imagery and insist that it too plays an important role
in composition.

In Imagery and Verbal Processes, Paivio

constructs a two-process model which links nonverbal as

well as verbal representation to understanding and pro

ducing language.

Paivio begins by distinguishing ab

stract thinking in discourse from concrete description.
Although we use language to describe "concrete situa

tions, events from memory, and manipulation of spatial
concepts," he suggests that our verbal descriptions are

mediated by nonverbal imagery.

First, we use our imagi

nation to create mental pictures, and then we transform
those pictures into verbal description using our inter
nalized knowledge, both conscious and unconscious, to
help us do an effective job.

However, imagery does not

always serve as mediator during our composing process.

VJhen discourse is predominantly abstract, writers tend
not to use concrete images when conceptualizing and
organizing ideas.

Paivio claims that "verbal behavior mediated by
imagery is likely to be more flexible and creative than
4

that mediated by a verbal symbolic system."

He assumes

that image systems are less affected by logical and se
quential constraints than verbal systems; therefore, ver
bal systems resist manipulation while the images that in
habit imagination invite mental play.

He concludes that

the "understanding and production of concrete language...
are more likely to reflect creative aspects of a grammar

of a language than are understanding and production of
5

relatively abstract language...."

Paivio believes, as do most cognitivists, that
imagery precedes the development of verbal skills; how
ever, he goes on to say that both verbal and nonverbal

processes grow once language production begins.

During

early childhood, we internalize the outside v/orld by

storing images in our unconscious that correspond to
both nonverbal and verbal stimuli.

As v/e approach

writing age, our associative skills improve, and we are
able to connect names with referent images.

Finally,

as skilled composers, we are capable of making complex
associations between words, images, or both.
Not all literary scholars agree with Paivio's

model for language development.

Many argue that image

ry is not a precursor to language; indeed, some scholars

believe that it is language that generates imagery.

How

ever, most psycholinguists do agree with Paivio that both

verbal and nonverbal images populate our unconscious and

influence the choices we make as we struggle to produce
appropriate words and phrases.

I believe that the im

portant issue for writing teachers is that we recognize
in such psycholinguistic concepts the potential for
language locked away in each student's unconscious.

Only then will we work ,hard to create teaching strate

gies aimed at unleashing those images and words that
wait in silence to be heard.

If researchers like Paivio are correct and image
ry does precede the development of verbal processes,

then, initially at least, linguistic competence and

linguistic performance depend upon the data that image
ry provides.6

Paivio draws support from psycholinguists

like Slobin when he suggests that the sophisticated syn
tax used by authors is grounded in imagery.

He postu

lates that even accomplished writers create their first

grammar by noting the order or "syntax" associated with

observed happenings and then incorporating that order
into their representational imagery.

For instance, a

child throws down a bit of food from the highchair and,
then, watches astutely as the nearest adult retrieves

her treasure. - She notes the object/first lying passive
ly on the floor and, then, the action initiated by mother
or father to rescue her morsel.

According to Paivio,

such incidents occur in predictable patterns, which are

eventually internalized by the curious child.

Those pat

terns may influence syntax or word order later on, once
the child begins to verbalize needs, wants, and ideas.

Indeed, our vixen in the highchair may be internalizing
subject/verb constructions while she watches Mom or Dad
retrieve her discarded food.

Later, as novice language users, we learn to rec

ognize word patterns during verbal stimulation in much
the same V7ay.

We listen, noting the order in v/hich

words associated with certain objects or actions occur
and, then, internalize this information.

Both the words

and the syntax become part of our unconscious and thus

enhance linguistic competence.

10

For Paivio, then, while

a writer's grammar may grow more sophisticated with time

and exposure to language, syntax begins as a cognitive
skill and is influenced by the way individuals perceive
their external world.

Finally, despite evidence which suggests that ver

bal systems play a predominant role in generating ab
stract language, Paivio claims that writers attempting
to communicate abstract ideas may also be stimulated by

the ifftages stored in their imagination.

Indeed, he cites

Werner and Kaplan (1953) who demonstrated that "abstract
meanings in sentences can be represented in the form of
7

specific images of concrete objects and events."

Thus,

while imagery provides the most assistance for authors
writing concrete description, it can also help to gener
ate some language when ideas are abstract.
Paivio recognizes the important role played by

verbal processes in composing; however, he insists that
there is also a place for nonverbal representation or

imagery in theoretical attempts to explain language gen
eration.

He criticizes psycholinguists for failing to

include imagery in their theoretical models; for, if vie

agree that nonverbal processes influence linguistic per
formance, then, they should be a part of any attempt to

describe our implicit linguistic knowledge or competence.
Even after we are introduced to prescriptive

11

grammar, psycholinguists claim that our writing is
still influenced by linguistic competence.

Indeed, as

educators, we often complain that our attempts to teach
grammatical rules prescriptively fail.

Students who

perform well on worksheets may not apply what they have
learned:to their own composition..

A number of researchers have addressed this problem.
And many, like Mina Shaughnessy, suggested ways to reach
Studdnt writers who seem unable to "learn" grammar.
Perhaps, these students have a grammar of their own, an
unconventional one acquired as they listened to and ob
served peers and parents.

Perhaps, our job as educators

is to teach them a second grammar, a conventional gram
mar that will help, them communicate v/ith, others in their

society.

If so, we must use methods that encourage stu

dents to internalise v/hat , we teach just as they inter

nalized the grammatical patterns that they use now.

We

need to add new information to their linguistic compe
tence and perhaps the most effective way to do this is
to encourage student writing.

Indeed, in Errors and

Expectations, Shaughnessy insists that "writing is,
after all, a learning tool as v/ell as a way of demon

strating what has been learned.

It captures ideas be

fore they are lost in the hubbub of discourse, it en
courages precision; it requires...that the writer make

12

judgments about what is essential, and finally, it
lodges information at deeper levels of memory that can
8

be reached by more passive modes of learning."

Shaugh

nessy believes that V7e must work hard to extract lin-

guistic knov/ledge buried in our unconscious and "that
the effort to translate the 'inner' speech of thought

into written language taxes and ultimately extends the
9

writer's syntactic resourcefulness.".

Thus, if, as

v/ritin'g teachers, we want to help students discover
rules, we should encourage them to write.

The more

they write, the better their access to information
stored in the unconscious.

13

CHAPTER 2

•

IMAGINATION, FANTASY, AND THE COMPOSING PROCESS

Using Imagination to Compose

While Slobin and Paivio construct models hoping to
explain how implicit linguistic knowledge affects our
writing, theorists like Northrop Frye and Richard Koch
explore imagination and its influence on composition.
At the same time, novelists like Edith Wharton, Eudora

Welty, and Virginia Woolf refer to imagination in their
diaries and journals; all three agree that it plays a
predominant role in their ov^n v/riting process.
What is imagination?

Imagination hovers between our

unconscious and awareness.

It is a haven for images that

represent our external world, a storage house for memories
and felt sensations, and our safe place for experimenting

with risky ideas.

How are they linked, our imagination

and our composing process?

To gain insight, I will exam

ine the theoretical construct labelled imagination and

its relationship to fantasy as well as to writing style.
I begin by looking at Frye, who explores imagina

tion and suggests that its primary purpose is to help
us feel more a part of our external environment.

Next

I move on to Maude Bodkin, who theorizes that imagination

14

makes conscious our unconscious experiences and provides
a link betv^zeen our inner selves and the outside world.

While exploring the role imagination plays in our 'com

posing process, I discuss theories developed by Donald
Murray and Richard Koch.

These researchers include both

conscious and unconscious components in their theoretical
models.

Finally, I consider Susanne hanger and Eric

Klinger, who look at the relationship between reality,
fantasy, and imagination.

hanger focuses on how reality

influences our imaginative play v/hile Klinger links fan
tasy to creative thinking.

Before discussing Frye, I will distinguish between

imagination and fantasy.
relate to one another.

Theorists disagree on how they

Some, like Frye and hanger, seem

to use the weirds interchangeably.

Klinger, on the other

hand, limits the role of fantasy, treating it as a subset

of imagination.

According to Klinger, we do not fantasize

about tasks that we are in the process of performing; we
employ other forms of ideation or imagination when test

ing solutions for immediate problems and fantasize about
less imminent concerns.

While imagination includes

many images that represent our experiences in the exter

nal world, fantasy is less concerned with representing
reality; indeed, Klinger's fantasy plays havoc with con
ventional associations, focusing instead on more creative

/

,

15

thinking.

Thus, though Frye and Langer use fantasy as a

synonym for imagination, Klinger uses the term to repre
sent something more specific.

During his'discussion of imagination, Northrop Frye
suggests that the mind has three levels and that a lan

guage exists for each of them.^^ The first, the level of
consciousness or awareness, emphasizes the difference be
tween self and everything else and is associated with the
language of self-expression.

The language of self-expres

sion is used to clarify our needs and our desires and to

convey them to others.

The second level, social partici

pation, involves "working or technological" language, the
language of practical sense.

Finally, the third level,

imagination, speaks in plays, poems, and novels and is
associated with poetic language.

Frye believes that imagination contains elements of
reason and emotion and that its chief concern is to es

tablish an "identity between the human mind and the world
12

outsxde it."

We use our unconscious symbolic storehouse

to construct "possible models of human experience."

Since

we do not necessarily experience what we write, we feel
safe and continue exploring possibilities on paper with

out risk to ourselves.

Poetic language (i.e.metaphors)

helps us to reestablish, via our imagination, a feeling

of oneness v^ith the world that surrounds us, a feeling

16

lost to us as we grow older.

In fact, according to Frye,

man's fantasy is limited only by his humanity.

When we

write fiction, we are not as much concerned with truth

or reality but v/ith exploring possibilities, for we can

imagine without comitment: "We can stand apart from a

vicious world, vicious things and see them for what they
13

are because they aren't really happening."

For, Frye, then, literature is the window to ideas

born in our imagination.

He goes on to say that litera

ture is "more structure than content"; thus, we internal

ize certain structural principles gathered from the clas

sics we encounter and, then, attempt to apply,those prin
cxples to our own writing.14

In fact, Frye believes that

we must listen to stories if we ever intend to write them,

for listening provides us with a way to train our imagina
tion.

Thus, internalized patterns, as v/ell as content,

influence the way we think, the way we organize our ov/n
ideas and, finally, the way we write them.
As educators, we can apply Frye's theory in our
classroom by exposing students to various forms of lit
erature.

Whether we read stories aloud to them or en

courage our pupils to read independently, potential

writers will benefit from studying v^hat others have
v^ritten.

Quality literature or classics exist for stu

dents no matter what their age, for even very young
children enjoy fables, poetry, and fairytales.

17

Our reading assignments are often directive; that is,
we ask students to look for answers to specific questions

or point out various linguistic patterns.

I believe,

however, that we should also encourage them to read for

fun, vvithout guidelines or focal points.

They should •

have an opportunity to experiment with their own ideas,
to let their imaginations take control.

Indeed, send

ing students into stories with preconceived notions
about what is important may inhibit their creative think
ing.

Yet another teaching stategy often overlooked is
storytelling.

Teachers can tell stories as well as read

them and then encourage pupils to model storytelling be

havior.

Why not use this oral art to encourage beginning

writers, especially those who are timid about committing
ideas to paper?

Fortunately, we need not limit ourselves

to one strategy but may use all of them in our attempt to

do as Frye suggests and help students train their imagina
tions.

While many theorists allude to "inner voices" and

"moments of insight," no one has been able to explain
just how we make the leap from unconscious to awareness
and back.

In Archetypal Pattern in Poetry: Psychologi

cal Studies of Imagination, Maude Bodkin explores this
problem.

She theorizes that a mediating process exists

18

which links our unconscious but "lived" experience with
our consciousness.

According to Bodkin, we cross the

abyss between them when v/e connect experiences with
"actions and objects that affect the senses and can be

contemplated, and with vTOrds that recall these objects

in all their variety of human perspective

Although

she does not explain just how we connect experiences
with actions, objects, and words, she suggests that

imagination plays an important role in this process,
especially the poet's imagination.

Poets do not limit

imaginative play to personal vision.

They also include

"primordial images" and "archetypes," which are stored

in the unconscious.

According to Bodkin, the time po

ets spend rummaging through their imagination helps them
to uncover those archetypes and images v/hich might other
wise remain out of conscious reach.

Bodkin draws support from Garl Jung's work.

Ac

cording to Jung, these primordial experiences do not

originate with one individual but are shared by all man
kind.

They make up our collective unconscious, that is,

"...a certain psychic disposition shaped by heredity"
in every human being.

16

Bodkin claims that poets use

this collective unconscious to stir readers, for we

are all unusually sensitive to words and images that
are-our human inheritance, that mark us as members of

the human community.

Once again, she looks to Jung for

19

support.

Indeed, while Jung admits that personal fac

tors may influence a poet's choice and use of materials,

he insists that great poetry must "draw its strength
from the life of mankind"; it must reflect concerns

and experiences common to all humanity.

In fact, he

describes the truly creative poet as only half a human

being.

The other half is an "impersonal, creative pro

cess" capable of making people conscious of life ex
periences that might otherwise remain locked in their

collective unconscious.17

For Jung, one person's abil

ity to be creative, to play imaginatively with primor
dial images and archetypes, affects us all: "Whenever

collective unconscious becomes a living experience and

is brought to bear upon the conscious outlook of an age,
this event is a creative act which is of importance to
everyone living in that age."

18

In summary, as we compose, we alternate between

unconscious play and conscious articulation of ideas.

First our unconscious supplies us with concepts to write
about, and, then, we use imaginative play to help us pre
pare those images and intuitions for a successful debut

in the external world.

Next, we find ways to express

our ideas, choosing among lexical and grammatical al

ternatives that may also originate in the unconscious.

Finally, we read great literature only to discover that
once again we are forced to visit with images and

20

intuitions that might have otherwise eluded conscious
ness forever,

'

While most theorists agree that imagination plays
a role in composing, many disagree on the nature of that
role and how it fits into the writing process.

Donald

Murray, for example, postulates three writing stages:

prewriting, which he characterizes as.a kind of .pre

vision or intuition about ideas to come; writing, which
involves setting down on paper the visions that emerge
during mental play; and rewriting, which is a revision

of the text put to paper during the writing stage.
During revision, writers play back ideas and have a

chance to sharpen their focus using semantic and syn
tactical alternataives as tools.

In "Polarity in the Composing Process," Richard
Koch divides the writing process into conscious and un

conscious components and suggests heuristics for each.

Koch's unconscious elements include mediation and image,
while his conscious elements are wish and analogy.

Ac

cording to Koch, mediation is grounded in fantasy and

is primarily concerned with helping writers experience
ideas stored in their unconscious.20

During mediation,

authors use images to help them decide on an area of

experience to v/rite about.

These images, which are

part of imagination, provide people with a way to relive

physical sensations.

During this phase of the composing

21

process, the heuristics involved include generative writ

ing, sensory decoding, and free writing.
Wish, a conscious element, motivates the writer to

begin composing.

Koch postulates that one, writes to ful

fill v^ishes, while analogy helps to discover the essence

of a subject.

In order to make analogies, people must

see similarities between unlike objects, which requires
the use of both reason and imagination.

Koch suggests

that exploring uncommon relationships helps authors to
uncover the fundamental meaning of their subject.

Anal

ogy also helps writers to communicate their own ideas by
providing readers with familiar objects and then encour
aging them to make new connections.

Thus, writers tend

to use analogies, in formal,writing when they are most
concerned v^ith rhetorical techniques, purpose, and au
dience.

Finally, Koch, like Murray, characterizes composing
as an alternating process.

He believes that writers

move from imagination to analysis and, then, back again

to imagination just as they move among planning, trans
lating, and revising.

Thus, both Murray and Koch see

imagination as an integral part of composing and the
unconscious images stored there as temporary guests

v/aiting for an opportunity to make their v/ay into a
V7riter's consciousness.

Cognitive researchers Flower and Hayes suggest

22

that writing might be "best understood as a set of dis

tinctive thinking processes which writers orchestrate or
21

organize during the act of composing."

However,' even

their cognitive process model recognizes long-term mem
ory and the part it plays in writing.

Of course, buried

in our long-term memories, are those unconscious images
and ideas, waiting, once again, for the right cue so that
they may emerge and influence the things we say and the
way wer say them.

We have spoken for some time about imagination and

its role in the composing process.

While our writing is

influenced by elements that inhabit our unconscious, it
is also affected by our external environment.

I will

now discuss the relationship between fantasy and reality
and the effect of reality on writing.

If poets write what they imagine, then can reality
also play a role in composition?

In Feeling and Form,

Susanne Langer discusses how the two concepts relate to

one another.

"Everything actual must be transformed by
22

imagination into something experiential...."

She

suggests that this transformation is accomplished
through the use of language, both spoken and written.
Before we can write, however, we must think about what

we plan to say.

For "thought," says Langer, "arises only

where ideas have taken shape and actual or possible
.

.

conditions have been imagined."
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How true to.reality are the images - and ideas living .

in an individual's imagination?

Langer claims that our

memories are not exact,replicas of reality but are altered

impressions, for while actual experience includes many,
extraneous "sights, sounds, feelings, physical strains,
expectations and minute, undeveloped reactions," our mem

ories select out only relevant emotions, only pertinent
.

information.
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Thus, the perceptions recorded in our

memory and used to nourish imaginative thinking are just
"illusions," not real experiences.

Langer labels them

virtual experiences and refers to them as "semblances

of life."

She goes on to suggest that although the

images stored in our unconscious may be grounded in
reality, once internalized they are no longer actual

things or events but exist only within our imaginations.
Thus, the ideas we play with during prewriting or media
tion are our ov/n perceptions of the external world, and

our virtual memories, not our actual experiences, dictate
what we write.

Reality may influence,our choice of sub

ject and our presentation, but only indirectly, for first,
the real world must survive a journey through our imagina
tion.

Often students are intimidated by reality.

They are

afraid to write about the world and its issues because

they feel vulnerable putting their ideas on papex'.

We

all want others to understand our point of view, to see
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value in our opinions.

We all want to be right.

As writ

ing teachers, we can help students to understand that re
ality is not necessarily the same for every person, and
so our approach to issues may differ.

Often one right

answer does not exist so that we need not expend energy

worrying that we are wrong.

As writers, v;e should focus

on developing a reasonable argument, one that supports

our view of reality.

Then, though others may disagree

with our ideas, they will understand them.

Exploring Fantasy, Key to Creative Insight

Earlier, I discussed how theorists like Klinger dis

tinguish between fantasy and imagination while others seem
to use the terms interchangeably.

While he does not of

fer a formal definition for imagination, Klinger seems
to feel that fantasy is a special sub-category of imag
inative thinking.

He describes fantasy as "covert mental

activity" which "involves ideation other than that re

quired directly to perform present tasks"; however, even
when we limit their subject matter, fantasies are a writ

er's playground equipped with images and ideas gathered
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from external and internal sources.

In a sense, our

fantasies are unique; they straddle the abyss between
our unconscious and awareness.

Theorists, struggling

to learn more about the internal elements that influ

ence our writing, look to fantasy, for here among our
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"half-dreams," unconscious images and patterns first e
merge.

As writing teachers, we also need to become more

familiar with this abstract construct, for concrete things

happen here.

Ideas are born, structural patterns are im

plemented, and insights are achieved.
During prewriting or mediation, we move among our
fantasies looking for material to include in our compo
sition and for ways to communicate the ideas we find.
"Thus,'dmaginative play links the real with the unreal,
v/hat we think with v/hat v/e say.

In this next chapter,

I will explore fantasy and how it relates to creative
insight.

Klinger and Aristotle seem to agree that fantasy
functions as a testing place for new ideas; in fact,
both men associate our ability to fantasize v/ith our

ability to achieve creative insights.

For Aristotle,

fantasy and imagery share a symbiotic relationship,
each acting as a host for the other.

Images serve as

fuel for human fantasy and, in turn, fantasy provides

imagery v/ith a road to the outside world.

Aristotle

defines images as "forms of objects that (have) been
perceived previously and rearoused as a result of con
26

tinuous psychical activity."

He believes that man

kind shares "imaginal processes" with animal souls but
regards "reason" as a uniquely human attribute.

Aris

totle claims, however, that like imagery, reason is
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also tied to fantasy.

Human beings cannot reason or

problem solve without fantasy; indeed, he believes

that people need a place to test solutions without risk
as they work to achieve insight.
Theorists like Koch and Murray, who have researched

the composing process, suggest that writers experience
insight as they pass back and forth among prewriting,
writing, and revision.

Indeed, poets mull over fantasies

waiting for that creative moment when they will see how
to use an idea, a phrase, or a word effectively.

Once

they experience creative insight, they are ready to re

cord their mental play on paper; after, they read what
they have written and ruminate once more.

Klinger claims

that this moment of insight occurs "when an individual
recognizes that an element embedded in one frame of
reference belongs also to another frame of reference,

its double membership thus revealing a relationship
that can solve a problem.
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Klinger's description of

insight sounds much like Koch's construct of analogy.
Both benefit from fantasy, a covert process that provides
composers with an opportunity to meld external stimuli
with unconscious ideation.

Klinger goes on to divide creative thinking into two
stages, preparation or immersion and incubation.

Immer

sion, the first stage, is a "prolonged period of concert
ed struggle v/ith a problem in an effort to solve it,"
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while the second stage, incubation, provides thinkers
. ,

.

.

.

.

,

,
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with opportunities to experience respondent processes.

Respondent processes occur vjhen creative thinkers note
similarities between their "concern-related stimulus"
and a second stimulus .found in their environment.

These

two.stimuli should resemble one another but in "some non
'
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obvious respect."

Great poets often make unlikely com

parisons and, then, record them, providing readers with
an,opportunity-to make new associations and expand theirthinking.

Once again, Klinger's work in creative insight fits
neatly with current writing theory.

In "Mashing Little

Red Devils: Teaching the Process of Writing," John Oster

explores several different writing models all of w.hich
include some form of "insight."

Oster alludes to the

"discovery aspect" of writing v/hich he says occurs when

writers finally find a "way to reveal their own thoughts."
He suggests that "inner voice" and "mental rehearsal" play
an important role in this discovery process, for we listen
closely to our inner voice and then rehearse the ideas we.
hear mentally before putting them on paper.
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In a sense,

our inner voice acts as our negotiator, negotiating with
our unconscious for the release of ideas, images, and

structural principles that may help us to write.
■ Finally, Klinger admits that fantasy is not always
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accompanied by "purposeful behavior"; in fact, sometimes

people fantasize to avoid dealing with problems or other
external stimuli.

However, he claims that we can turn

fantasy to creative purposes if we adhere to one impor
tant principle; that is, we must "receive ideas hospita
bly."
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Thus, according to Klinger, if we intend to put

our fantasies to work in our writing, we must allow them

time to develop, and we must pay close attention to their
conten't.

Writing teachers who agree that fantasy can serve

creative purposes should develop teaching strategies that
reflect their thinking.

These strategies need not be elab

orate but should include opportunities for imaginative

play.

Perhaps students given a chance to fantasize about

a writing assignment will uncover ideas and patterns hid
den away in their unconscious; in fact, some may achieve
creative insights all their own.

Using Fantasy to Write, the
Artist's Point of View

While theorists search for ways to explain linguistic
performance, authors go on writing, turning primitive ideas
into full-blown composition.

Some authors pay little at

tention to their writing process, but others, who are in
trospective, attempt to record what they experience.

Cer

tainly, theoretical constructs like imagination, creative
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insight, and inner voice help to rnake unconscious con
tributors to writing style more viable; however, these
not have
concepts would not
have

survived without empirical-evi

dence to support them.

in their diaries and autobiographies, authors like

Virginia Woolf, Edith Wharton, and Eudora Melty furnish
ns with such empirical evidence as they explore their
own writing processes. Their meditations help us to un
. derstand how unconscious elements influence wrrtrng, rn
/lo -ho nqe as passwords into the un

deed, what better words to us

P

hnown than the author's own. Many of the personal obser-^
vations recorded by Woolf, Wharton, and Welty tend to sup

port theories discussed earlier in my paper, theories that
link writing with elements like linguistic competence and
imagination. Xn this next section, X will look at the un
conscious, imagination, fantasy, and realrty through the
eyes of these three authors. X believe that all writers
are influenced by implicit knowledge and internal images.
hope is that sharing introspections with Woolf, Wharton,
and welty will give us all some insights into the gomposrng
■ • h-hQ that
process, insights
tha help
P us to become better writxng

teachers as well as better writers.

in her book. Becoming a Writer, Dorthea Brands sug

gests that both our unconscious and our oonsoious minds
perform important tasks as we begin to shape a story.
Eor Brande, the "unconscious must flow freely and richly.
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bringing at demand all the treasures of memory, all the
emotions, incidents, scenes, imitations of character and

relationship which it has stored away in its depths"
while the "conscious mind must control, combine and dis

criminate betv/een these materials without hampering the
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unconscxous flow."

Brande claims that "types of all

kinds" are buried in our individual unconscious:

typical

characters, typical scenes, and typical emotional re
sponses.

She assigns the "task of deciding which of

these is too personal, too purely idiosyncratic to be
material for art" to the conscious mind; however, she

associates "genius" with the unconscious.

Indeed, for

Brande, the unconscious "is the great home of form;
...it is quicker to see types, patterns, purposes than
33
our intellect can ever be."

In A Writer's Diary, Virginia Woolf also alludes to

unconscious play and its vital role in the acquisition of
stylistic elements.

As she discusses the birth and subse

quent development of Mrs. Dallaway, Woolf admits to "a

year's groping" before her discovery of the "tunnelling
process," a stylistic technique that involves telling the
"past by installments," rather than chronologically.

She

refers to the "tunnelling process" as her "prime discovery
so far" and credits her unconscious with its invention.

Indeed, according to Woolf, "...the fact that I've been
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so long finding it proves, I think, how false Percy

Lubbock's doctrine is--that you can do this sort of thing
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consciously."

Woolf expends great energy analyzing her mental play.
In A Writer's Diary, she explores v/hat she has written and
describes how images and ideas move from her unconscious
to fill an empty page:

I note...that this diary writing does not count as

writing, since I have just reread my year's diary and
am much struck by the rapid haphazard gallop at which
it swings along, sometimes jerking almost intolerably
over the cobbles.

Still if it were not written rather

faster than the fastest type-writing, if I stopped and
took thought, it would never be written at all; and

the advantage of the method is that it sweeps up ac
cidentally several stray matters which I should ex

clude if I hesitated, but which are the diamonds of
the dustheap.

Woolf's description of how quickly she writes entries in
her diary and her allusion to the "diamonds" created amid

her "dustheap," foreshadow current writing theory.

Theo

rists, like Gabrielle Lusser Rico whom I discuss later,

have since linked introspections like Woolf's to right

brain/left brain research.

As a result, they encourage

freewriting, especially in the early stages of the com
posing process.

During her writing of Orlando, Virginia Woolf ex
plores her unconscious once again and discusses how this
silent but constant companion interacts with consciousness

to produce a writing style.

She concludes that expending

less energy in our internal world results in a more
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spontaneous writing style; however, she does not discount

that there are other times when we must dig deep into our

unconscious.

She questions whether qualities like .spon

taneity can survive the turbulence that often accompanies
deeper thought. Indeed, she wonders "...if I dig, must I
not lose them?"3G

Woolf's response to her own question

is uncertain but rather hopeful.

Perhaps, her unconscious

and conscious mind can Vi?ork together, somehow, for the

good of her prose: . , "And what is my own position toward
the inner and the outer?

are good;—yes:

I think a kind of ease and dash

I think even externality is good; some

combination of them ought to be possible.
While writers like Woolf try to understand the "un

conscious" and how it influences their work, theorists

like Klinger and Oster go on constructing models meant
to account for the leap it takes to move material out of

the unconscious toward av/areness.

Earlier, I discussed

Maude Bodkin's work which linked imagination v/ith a me

diating process intent on making lived, but unconscious,
experience conscious.

As Eudora Welty describes "find

ing a voice" in her book One Writer's Beginnings, Bodkin's

theory echoes in our head.

Like synchronized gears, com

ponents of the outside world mesh with Welty's inner life.
In fact, she refers to the external environment as a vital

component of her inner self.
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Welty also believes that

imagination mediates betv/een her outer and inner worlds

and suggests that "imagination takes its strength and
guides its direction from what I see and hear and learn

and feel and remember of my living world."
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Thus, her

prose integrates material gleaned from external stimulants

and unconscious components, both conveniently housed in
memory.

For Welty, v/ho traveled extensively in her early life

by auto and train, it became important to capture tran
sience in her writing.

In fact, she likens her own writ

ing process to a kind of journey that starts when she puts
pen to paper.

As she composes, she begins to understand

how her worlds will fit together, how one happening in
fluences the whole:

Connections slowly emerge.--And suddenly a light
is thrown back, as when your train makes a curve,
showing that there has been a mountain of meaning

rising behind you on the way you've come, is_rising
there still, proven now through retrospect."
Thus, for Welty, gaining "insight" into her stories, into

what she will say and how she will say it, requires that

she move in the same way described earlier by Koch and
Murray; that is, alternating between imagination and

analysis, among prewriting, translating, and revising.
Virginia Woolf also notes hov7 insights, which occur
after she has lived with an idea, help her to shape a
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story.

She attributes creative power to the unconscious

as she describes the birth of a book, in this case Jacob's

Room;

"Whether I'm sufficiently mistress of things--that's

the doubt....

What the unity shall be I have yet to dis

cover; the theme is a blank to me; but I see immense pos
40

sibilities in the form I hit upon more or less by chance."

Writing good prose, however, was not dependent on a single
insight but on a series of them for despite "a gleam of
light" one afternoon, Woolf admits that she "...must

still grope and experiment"; indeed, she goes on to say
that "...the creative power...quiets down after a time"
and that then "...the sense of impending shape keeps one
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at it more than anything."

Woolf emphasizes that the creative process exerts a
pov7erful force on the artist and claims that it is some-.

times difficult to keep the personal self sustained when
the novelist is writing.

As she reflects on the artist's

situation, I recall how Carl Jung described the "truly
creative poet" as only half human; the other half was
^2

"impersonal, creative process."^



Indeed, after being

interrupted by a friend during work hours, Woolf, her
self, confesses that "Sydney comes and I'm Virginia;
43

when I write, I'm merely a sensibility."

Thus, Vir

ginia Woolf the writer is not just influenced by un

conscious ideas struggling to find their place on paper
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but is overwhelmed by them and in turn becomes their tool.

Her ideas, her words, her grammatical choices march along
the roadways that lead to awareness and demand expression.
They fill her dreams, her fantasies, and even her uncon

scious musings until finally they become her prose.
Perhaps the ability to roam freely through fantasy
is the writer's greatest gift, for Wharton, Woolf, and
Welty all describe the time they spend there as vital to

their writing. . Earlier I discussed research done by Eric
Klinger which linked fantasy with creative insight.

Ac

cording to Klinger, fantasies provide thinkers with their

own testing ground, imaginary places where they can try
solutions and not worry about consequences.

In A Backward Glance, Edith Wharton discusses "get

ting started" on a work of fiction.
come from?

Where does the story

Where do the words and the form originate?

For Wharton, they emerge from within and suddenly present
themselves to her conscious mind.

Sometimes she felt the

situation or case came first; other times a character came
to her "asking to be put in a situation."

Wharton's writ

ing technique was closely tied to her fantasies, for soon

after characters appeared before her, they "would actually
begin to speak with their own voices." A. ^

Like Woolf,

Wharton became the tool vi7hose job it was to watch and

record as her characters moved toward their destiny.
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when a situation presented itself first, she allov/ed, it to

rest undisturbed in her imagination until "...characters

(crept) stealthily up and (wriggled) themselves into it."'^^
Just as Wharton describes a period of immersion when

ideas are little more than infants squealing to be heard,
Virginia Woolf alludes to a similar stage in her writing
process.

While ideas move in and out of her unconscious,

Woolf searches her head for the proper words, the proper
sentences to express them.

Indeed, she suggests that

"...the process of language is slov/ and deluding" so that,
"One must stop to find a word.

Then, there is the form

of the sentence, soliciting one to fill it."47

We can

almost v/atch the thoughtful writer, reaching down into

her "linguistic competence," pulling out one grammatical
form after another, then discarding them all until she
"discovers" the form that fits.

John Oster calls an author's struggle with words
and form the "discovery aspect" of writing.

He theo

rizes that inner voice plays an invaluable role here,
a tenet supported by Wharton's description of her ov/n

writing process.

Indeed, in A Backward Glance, the

novelist is quite specific about what her inner voices
say.

She claims that her dialogue comes through the

voices of her characters and that she just records "what
these stupid or intelligent, lethargic or passionate

!
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people say to each other in a language and with arguments
48

that appear to be all their own."

Wharton is not the only author to reflect on inner

voice; Eudora Welty alludes to it in her reading as well
as her writing.

In fact, Welty attempts to describe the

sound of her silent counterpart: "It isn't my mother's

voice, or the voice of any person I can identify, certain
ly not my own.

It is human, but inv/ard,. and it is inward

ly that I listen to it.""^^ When Welty begins to write,
this inner voice helps her to revise passages, to sharpen
her writing technique:
My own words, when I am at work on a story, I
hear too as they go, in the same voice that I heard
when I read in books.

When I write and the sound

of it comes back to my ears, then I act to wake my
changes.

I have always trusted this voice.

Thus, while inner voice is an elusive concept, both
theorists and artists speak of it often.

We may be limited

in our access to those elements thriving in our internal

worlds; however, time and again empirical evidence sup
ports not only their existence but also their ability
to influence what and how we write.

Since the ideas and images that preside in our sto

ries first appear in our unconscious, they are not real;

indeed, they are only our "impressions" of reality.
Susanne Langer labels these lived but unconscious
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experiences "virtual experiences."

We must remember,

however, that "virtual experiences" are grounded in
reality; that is, they originate in the outside world.
Therefore, reality influences both the images included
in our writing and the stylistic choices v/e make as we
attempt to convey the messages that hide behind our
symbols,

Welty, Wharton, and Woolf all allude to

"reality" and the role it plays in their writing.
Eudora Welty discusses hov; the external environ

ment influences her prose when she looks back on the be

ginning of her short story "Lewie" and recalls how her
encounter with a "bottle tree" (i.e., a tree whose limbs

are decorated with various empty containers) stimulated

her thinking.

However, Welty goes on to distinguish

between the actual bottle tree and the one that ultimate

ly appeared in her story.

She alludes to the latter as

a "projection from (her) imagination" and suggests that

the "fictional eye" sees beyond the physical properties
of an object.

For Welty, the "fictional eye" sees in,
51

through, and around what is really there."

It is the

author's task to choose appropriate words and an effec

tive form to put them in so that readers may share the
writer's insight.
Although Welty and Wharton agree that the characters

populating their stories are imaginary folk, both feel
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that attributes belonging to real people often appear in

their fiction.

Indeed, while describing her characters

as inventions, Welty admits that "attached to them are

what I've borrowed, perhaps, unconsciously, bit by bit,
of persons I have seen or noticed or remembered in the

flesh--a cast of countenance here, a manner of walking
there, that jump to the visualizing mind when a story is
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underway."

And even Wharton, who claims that chunks

of dialogue come to her as she listens to things her
characters say, recognizes that her fictional people are
at least influenced by their real counterparts.

do her characters come from?

Where

According to Wharton, they

are born when "experience, observation, looks, and ways
of 'real people' are melted and fused in the white heat

of creative fires."53

She warns, however, against simply

transposing real people into stories:

"Characters that

seem real must be created by the author's imagination."^^
So the people in our stories are our visions, and the

techniques we use to make them seem real depend On how
we want others to view them.

While Woolf does not spend as much time discussing the
evolution of her characters in A Writer's Diary as do Welty
and Wharton in their autobiographies, she does reflect on

the nature of reality and its importance to her v/riting.
Reality was not always easy to recognize.
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First, she

disengaged herself from the society that surrounded her,'

for only then was she able to distinguish reality from
fantasy.

Woolf defines reality as "a thing I see before

me: something abstract; but residing in the downs or sky;
beside which nothing matters; in which I shall rest and

continue to exist....

And I fancy sometimes this is the
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most necessary thing to me...."

However, like Welty,

Woolf believes that the outside world changes somehow
before reappearing in our prose.

Indeed, she wonders

aloud: "But who knows--once one takes a pen and writes?
Hov/ difficult not to go making 'reality' this and that,
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whereas it is one thing." .

As an artist, Woolf tries

hard to incorporate her view of reality into her writ
ing.

She attempts to "give the moment whole"; that is,

to include "...thought, sensation," and even "...the

voice of the sea" if need be.

When searching for the

right V7ords and the right form, she includes all those
things that comprise that particular moment.

"Waste,

deadness, superfluity," she says result v/hen V7e in57

elude "things that don't belong...."

As Woolf examines v/hat she experiences during her
composing process, I am reminded of Allan Paivio's work

in imagery and the generation of language.

Paivio in

sists that nonverbal images help us to produce language,
a necessary skill for writers.

In fact, he believes that

nonverbal images affect our linguistic choices, both
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lexical and syntactical, as profoundly as our innate
verbal processes.

Woolf's reflections on her own writ

ing process echo Paivio's theoretical model.

She de

scribes how "the look of things has a great power over
(her)" and sadly admits that her ability to substitute
words for images is limited.

However, Woolf believes

that what is "vivid to her eyes" is also vivid to "some

nervous fibre, or fanlike membrane in (her) species,"
and so she goes on asking, "What is the phrase for that?"

when faced with objects or with the images that represent

them.^^ Indeed, even as she watches "...rooks beating up
against the wind," she tries "to make more and more vivid
the roughness of the air current and the tremor of the

rook's wing slicing as if the air were full of ridges
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and ripples and roughness."

While Woolf is intent on making her language precise
v/hen, immersed in physical description, her attitude toward
abstractions is not necessarily the same.

In 1931, as she

worked on To the Lighthouse, the novelist confided in her

diary that images, when used as symbols, should be sug
gestive rather than directive.

She marvels at how her

"imagination picked up, used and tossed aside all the

images, symbols which (she) had prepared" and then goes
on to say, "I am sure that this is the right way of using
them--not in set pieces, as I had tried at first, coher

ently, but simply as images, never making them work out;
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only suggest.

Although Welty, Wharton, and Woolf see their novels

as their own, they insist, as does Northrop Prye, that
writers gather certain structural principles from the

literary classics they encounter.

These pz'inciples are

internalized, only to reappear again and again in great
literary productions.

Indeed, Woolf maintains that,

"It is a mistake to think that literature can be produced
from the raw."-61

Welty proudly alludes to the connection

between her own stories and Greek mythology, calling this
connection the "most provocative of all."

She goes on to

describe "a shadov/ing of Greek mythological figures" who
populate her stories, "gods and heroes, that wander in

various guises, at various times, in and out, emblems of

the character's heady dreams."

Perhaps then, our great

est legacy is the poetry and prose that our ancestors left

behind, for from their writing strategies, have come our

own.

Ironically, it seems that modern writing technigues

are dependent upon some very old friends living on in our
unconscious waiting for the chance to be heard once more.

Finally, we come to a discussion of fantasy, a place

inhabited by ideas and images bubbling up from our uncon
scious.

Fantasy is the safe house for our inner voice^ a

place to rehearse alternative v7ords and structures before,
committing them to paper.
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Fantasy provides shelter for

those unconscious elements that influence not only v/hat
v/e V7rite but how we write it.

Eric Klinger notes in his

book Structure and Function of Fantasy that we all- fan
tasize; however, we do not all v/rite.

Indeed, left un

disturbed, our dreams remain just that.

Welty, Wharton,

and Woolf agree that turning fantasy to poetry or prose
requires great concentration and time, the time it takes

for an idea to evolve or for the right word and the right
form to surface from below.

Welty first distinguishes

between daydreaming and composing while writing what she
calls her first "good" story, "Death of a Traveling Sales
man."

Suddenly she realizes that, "Daydreaming had started

(her) on the way; but story writing, once (she) was truly
in its grip, took (her) and shook (her) awake."

In the initial entries of A Writer's Diary, Virginia
Woolf notes that "looseness quickly becomes slovenly."
She warns us that "a little effort is needed to face a
character or an incident which needs to be recorded.

Nor

can one let the pen write without guidance; for fear of
becoming slack and untidy

Woolf theorizes that

genius has two sides, a "play side"(i.e.,"unapplied gift")
and a "serious side"(i.e.,"going to business") and that
one must "relieve the other" for great literature to re

sult.

Thus, according to Woolf, writers must play with

their fantasies but, then, go one step further: real
writers must be willing to wrestle with their visions
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and get them down on paper.

Finally, Edith Wharton works hard in The Writing of

Fiction distinguishing between inspiration and applica
tion.

She believes that authors must be inspired to

v^rite; they must be willing to live with their fantasies

and listen to the characters that dwell among them.

How

ever, recording inspiration requires hard work, for we
must interpret our fantasies so that others understand

them.

According to Wharton, inspiration comes "most

often as an infant, helpless, stumbling, inarticulate,

to be taught and guided."^

Great writers help inspira

tions to grow and develop until they become the poetry
and prose that, in turn, inspire others.

As writing teachers, we can use the insights that
Woolf, Wharton, and Welty share to help frustrated stu
dents, especially those who believe that, for some,
writing is a one-step procedure.

Students seem encour

aged to learn that writing is a process, that we write

in stages, and that even professional authors face sev
eral rewrites before achieving "success."

In fact, I

often shov/ students samples of my own rough drafts as

they struggle to compose.
Often beginning writers do not give infant ideas a

chance to develop.

Certainly, Woolf, Wharton, and Welty

all agree that "time" is important to their writing.
They all need time to incubate ideas, to search for words,
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and to rewrite phrases.

As writing teachers, we need to

consider time when scheduling assignments.

We need to

include prewriting exercises designed to stimulate' fan
tasy and encourage students so that they spend addition

al hours with their topic.

Finally, while our own time

v/ith students may be limited, we should try, initially
at least, to schedule revision into our beginning writer
v;orkshops.

Indeed, we must model that behavior for novice

authors since revisions require more self-discipline than
many writers have.

Imagination and Composing: A Conclusion

Authors like Wharton, Welty, and Woolf reflect on

imagination and the role it plays in their own writing
while researchers, like Paivio, Murray, and Koch, con

struct theories to explain the role unconscious knowledge

plays in our composing process.
say, fires our fantasies.

Our unconscious, they

It provides us with ideas to

write about as well as alternative ways to express those
ideas.

The artists reflecting on their own experiences

and the researchers looking to outside data for support
seem to agree, however, that imagination is the key to

composition.

Imagination, or fantasy, is our forum: a

place to explore fuzzy ideas and risky solutions, a place
to play with images that represent our external world and

help us to generate language, a place to manipulate the
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words and forms we know so that we can share ideas and

insights with those who read our writing.
In 1925, after completing Mrs. Dalloway, Virginia
Woolf discusses this dilemma as she struggles with some
new ideas.

Finally, she writes, "...I have, at last,

bored dov/n into my oil well, and can't scribble fast
enough to bring it all to the surface.

I have now at

least 6 stories welling up in me, and feel, at last,
that I can coin all my thoughts into words."

G7

Authors

need to tap their "v/ells" in order to write, and our

imaginations provide us with a way to do just that.
Without them, we might all run dry.
Thus, linguistic elements, images, and ideas begin
as seeds, invisible but persistent.

While we gather

much of our linguistic knowledge and imagery from the
outside world, our unconscious keeps them safe.

During

"mediation" or "incubation," we dig below the surface

unearthing the characters and forms that populate our
fantasies.

These fantasies grow in our imaginations

and provide us with a place to manipulate ideas and

test linguistic options. Professional writers exploit
their fantasies; beginning writers must learn to use
them.
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CHAPTER 3

LANGUAGE, FEELING, AND ivJRITING STYLE

Feelings in Composition

Do our "feelings," both conscious and unconscious,

affect the way we v^rite?

Literary scholars like Middleton

Murray, Susanne Langer, Max Black, and Paul Ricoeur see a

strong connection.

While both Murray and Langer believe

that v/e write because we feel. Black and Ricoeur claim

that authors sometimes have trouble describing the feel
ings they experience.

These scholars suggest that writers,

intent on sharing otherwise unidentifiable sensations,

often use metaphors to communicate their thoughts.
Whey are metaphors helpful when authors write about

emotions?

Since feelings do not necessarily come to us

labelled, writers must invent labels; they must find in
novative ways to use words that are familiar when describ

ing sensations that are unfamiliar.

Metaphors encourage

both authors and their readers to make unconventional

connections between otherwise familiar objects and events.
Black believes that these new associations stimulate

imaginative play and so help readers gain insights into
feelings that lack precise labels.
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In the first section of this next chapter, I will
discuss Middleton Murray, who believes that effective

writers must convey the feelings attached to their" ex
periences and Susanne Langer, who makes simiar claims.

While Langer focuses on the poet, her ideas parallel
Murray's when she says that great poets must capture

images in their poems as well as the feelings associated

with those images.

Finally, I explore hov7 symbols help

us to recount past experiences and how metaphors contri
bute to our v/riting process.

Do the feelings we have influence writing style?
Do they affect the lexical and grammatical choices V7e

make during our composing process?

Middleton Murray

assumes that authors and feelings are inseparable; in

fact, he equates style v/ith those techniques used by
authors to Convey emotion.68

According to Murray, we

develop personal idiosyncrasies as we try to describe
feelings that hover uncertainly between our unconscious

and awareness.

These "idiosyncrasies of expression" are

the writer's hallmark so that readers come to expect cer
tain techniques from certain authors.

When authors describe the real world, they are writing
about their world or reality as they perceive it.

How

ever, like Bodkin and Jung, Middleton Murray does not

limit human feelings to personal feelings; instead he

discusses our "mysterious accumulation of past emotions"

and how they help "writers to give particular weight and
force to the universal,"6 9

Thus, Bodkin, Jung, and Mur

ray agree that as human beings we inherit certain ideas

and images which influence our writing though they live

in our unconscious.

For all three, archetypes play a

primary role in the composing process, supplying authors
with powerful symbols.

These primordial images touch

readers by stirring up their collective unconscious or

inherited psychic disposition.

Thus, a writer's v/ork

and a reader's reaction are both influenced by innate
feelings, feelings that operate on an unconscious level.
Since language and form are the tools that writers
use, their ability to communicate emotions associated

v/ith objects and ideas depends somev/hat on the linguistic
knowledge available to them.

VJhile they work harder to

extract information stored in their unconscious, writers
searching for appropriate words and forms do not discrimi

nate between implicit and explicit knowledge.

Indeed,

they use all the resources they can muster during the com
posing process.

Thus, as authors, our success is influ

enced by linguistic competence as well as classroom learn

ing.

Both provide us with the semantic and syntactic al

ternatives necessary for developing an effective writing
style.
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Susanne Langer believes that we experience products
of. our imagination just as we experience "direct datum"

coming to us from the outside world.

Like Murray, Langer

claims that emotions attach themselves to objects and
events v\/hether they are products of our imagination or

stimuli from external sources.

She goes on to say that

vs'hen we experience our fantasies, we also experience
"any emotional import" conveyed by them, and that the

poet's job is to communicate both image and feeling to
readers.
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Langer claims that poetry "is meant to be

emotionally transparent"; that is, to reveal the emotions

the poet wishes to convey.

The poet's purpose is "to

create the poetic primary illusion, hold the reader to

it, and develop the image of reality so it has emotional
significance above the suggested emotions which are ele
71

ments xn xt...."

Thus, according to Langer, emotions

shape both the content and the form of our poems.
Often, authors write to clarify their feelings, to
dispel their own confusion over issues or disconcerted

passions.

Emotions, then, direct our thinking; we search

out images associated with certain feelings and use them
in our writing.

Choosing words and forms to house ideas

is a complex process influenced by what we feel as well
as what we know.

Our fantasies tend to be inclusive rather than
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exclusive; objects, events, sensations, emotions, ideas,

and even fuzzy notions are admitted to our imagination.
And v/hile we fantasize about abstractions, like love and

honesty, they are not alv^ays easy to talk about when we

v\?rite.

Feelings may be physical, felt sensations, or

they too may be abstractions, like remorse, excitement,

and confusion.

We look to language for help in communi

cating our emotions; it provides us with the symbols we
need to represent abstractions or, as Langer says, to
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"conceive the intangible."

Thus, language functions

as our tool while we rummage about in search of words

hoping to clarify what we think and feel, trying to

achieve concordance between expression and original
thought.

Separating our ideas and our feelings from the•

forms that express them seems an insurmountable task.

In

fact, Flaubert suggests that "there are no beautiful

thoughts, without beautiful forms...just so it is impos

sible to detach the form from the ideas, for the idea only
\s

■

■
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exists by virtue of the form."

Let us turn to symbols now and the role they play in

helping readers to share an author's experience.

Murray

claims that emotions cannot be expressed precisely without
symbols to represent them.

He invents the term "crystal

lization" v/hich, like insight, occurs when artists sudden

ly see a way to talk about those experiences and feelings
that exist without names.
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Crystallization refers to that

creative instant when a "concrete image is evoked to

give definition to the silent thought."''^

Creative

v/riters hoard, in their unconscious, a vast number of

"sensuous perceptions" v/hich they draw upon during their
search for concrete images to represent intangible feel

ings and ideas.

According to Murray, well-chosen sym

bols force readers to experience feelings, similar to
an author's and give "preciseness to 'emotion' never
7S

possessed by emotions which (do) not find their symbols."
Problems of Art: Ten Philosophical Lectures,

Langer talks about the connection betv/een symbols and
imagination.

From our imaginations come ideas to write

about, but v/ithout symbols, our fantasies and the emotions

that travel with them would live as prisoners, locked away
inside our heads.

Words, our most familiar and useful

symbols, provide infant ideas with names so that we can

refer to them, identify them, and manipulate them; thus,

otherwise intangible ideas and feelings become a part of

our writing process.

Langer believes that we must give

"form and connection, clarity and proportion to our im

pressions, memories, and objects of judgment..." before
we can actually "think" about or comment on an idea or

feeling.76

She labels this evolutionary process "con

ception" and suggests that v/e must "conceive" ideas and

then find symbols to represent them before they can be ,
born to imagination.
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Thus, symbols, whether they be words or images,,

represent something more than themselves. Admittedly,
they help us to make the unimaginable imaginable and to
articulate and present concepts.

However, symbols evolve;

indeed, their meaning may change for us even as our un-

derstanding grows.

~

Owen Barfield reflects on this un

certain relationship between words and the ideas they
represent: "The full meanings of words are flashing,

iridescent shapes like flames--ever flickering vpstiges
77

of the slowly evolving consciousness beneath them."

Though symbols are somewhat transient by nature, shying

away from a permanent bond v/ith any one idea, they remain
necessary tools for v/riters.

Without them, many of the

ideas and the emotions which live in our unconscious

might remain concealed forever, cut off from the v/riter's
pen.

Using Metaphor to Express the Inexpressible

Authors spend important time playing with their fan
tasies, experimenting with novel, even unreal ideas.

In

fact, both theorists like Koch and novelists like Woolf

concur; imaginative play is important to the writing proc

ess.

Often, however, our fantasies inspire thoughts and

encourage feelings that defy discursive description.

Middleton Murray and Susanne Langer believe that metaphors
can help authors,communicate unconventional ideas.
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Is. it important to convey "feelings" when we write?

Novelists like Wharton and Welty and literary scholars

like Murray agree that the feelings attached to objects
and events are major.contributors to writing style.

In

'

fact, Murray claims that v/riting style is effective only
when artists.use language to convey precise emotion.
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Hov7, then, can authors share feelings that defy verbal
expression?

Once more, both Murray and Langer believe

that metaphors can function as powerful aids.
For Murray, metaphor is much more than a simple com

parison.; it becomes the "unique expression of a v^riter's
.

.

.

.

.

.

individual vision."
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Langer also depicts the metaphor as

more complex than a comparison and even questions the re

lationship between metaphor and language.

According to

Langer, metaphors are "not language but ideas expressed
by language," ideas "that in (their) ;turn function as

symbols to express something."

OA

She rejects the notion

that metaphors convey ideas through direct statement;

instead, she suggests that they create brand new concepts,
or ways of looking at things for our imaginations to in

gest and absorb.

Thus, for Langer, metaphors are more

than vehicles helping writers move ideas along unconscious
pathways; they are "works of art."

They are non-discursive

symbols articulating "what is verbally ineffable, the logic
O1

of

consciousness itself."
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In his book Models and Metaphors, Max Black points
out that metaphorical meanings are often uncertain, yet
we continue to use them in our prose forcing readers to
"solve the riddles" they create.

Certainly, if artists

have no other v/ay to express a feeling or idea, they must
use metaphors; frequently, however, authors choose to use

these figures of speech when literal statements are avail

able to them.

For instance, instead of writing "Lynn is

cowardly," v/e say "Lynn is chicken" or "Lynn is yellow."
Why use a metaphor v/hen we have access to concrete,

discursive description?

Black says that "stylistic" con

siderations influence our choices.

For example, he pos

tulates that "metaphorical expressions may refer to more
concrete objects than their literal equivalents" and
09

that readers seem to enjoy this appeallto the concrete.

Perhaps readers have an easier time understanding abstract
ideas when authors associate them with concrete objects.
Hov^/ever, even more important, metaphorical statements do

not just restate similarities that exists between objects
or events.

They invent or create their own so that, read

ers are forced to look at ideas in a new way and, in doing
so, experience new insights.

al connections originate?

Where do these unconvention

Perhaps they originate in our

unconscious, v/here impressions, sensations, and memories

live along with implicit linguistic knov/ledge waiting to
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make their V7ay into our fantasies and then, finally,
our

prose.

As writing teachers, we need to help students ex

periment with metaphor and with other kinds of comparison,
Metaphors make fine linguistic tools, for as Black sug
gests, they expand limited vocabularies allowing writers

to communicate ideas which lack precise labels.

Murray,

hanger, and Black agree, however, that metaphors affect
more than vocabulary; they also encourage both authors
and their readers to think creatively.

Authors who

invent metaphors and comparisons must know about their
subject to make new associations while readers must re

flect on .less conventional passages in order to under
stand them.

Indeed, both authors and readers must be

willing to view old ideas from new perspectives if they
are to achieve valuable insights.

Unfortunately, beginning writers shy av\7ay from un
conventional comparisons.

In "The Child is Father to the

Metaphor," Gardner and.Winner suggest that .third and

fourth graders are too busy fitting in to worry about be

ing different.83

Adults who feel uncertain about writing

also tend to use cliches and familiar phrases.

Somehow

we feel less vulnerable when the ideas we commit to pa
per are not entirely our own.

As educators, we must

push students to move beyond the conventional.

In

addition to surveying more traditional models, we must
.
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help beginning writers explore those "fantastic" ideas

living in their imaginations and, then, go one step
further.

We must provide students with opportunities

to express their, ideas; we must encourage them to write.
Often pupils are more comfortable with their own

fantasies after reading what others have written.

I

have shared both professional and peer pieces with my
students and have found that they respond positively,

even enthusiastically, when presented with writing models,

Writing samples give students a starting place, a way
into their own composing process.
While metaphors may originate in our unconscious,

these literary figures serve as successful writing tools
only when readers sense the same connections as an author,

Hovt7 do readers interpret metaphors?

According to I.A.

Richards, they reflect on new connections and try hard
to make them fit.

Most readers' .manipulations occur in

their unconscious; indeed, imagination is a hothouse,
prepared to nurture primitive notions and provide both

audience and writer with a place to cross normally un

related ideas.

Richards suggests that metaphors begin

as thoughts of two separate things occurring together.

Eventually both thoughts can be stimulated by a single
word or phrase whose "new" meaning is born when these .

original, separate ideas interact.84
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Somehow, readers,

like authors, must draw enough information from conscious
and unconscious sources so that they can connect two

othervvfise isolated objects.

Richards goes so far as

to claim that "in this connection resides the secret and

mystery of metaphor.

While theorists are not yet pre

pared to explain how we dig out memories, sensations, and
information from.our unconscious, researchers and authors

concur that making implicit ideas explicit is an integi-al
part of the writing process.

In his article "What Metaphors Mean," Donald Davidson
suggests that "metaphors mean what the words, in their
Og

most literal interpretation mean and nothing more."
Thus, Davidson claims that metaphors work not because

words take on additional meanings but because they are
used in unexpected ways (e.g., Richard is a lion).

He

insists that an "adequate account of metaphor must allow
that the primary or original meanings of words remain ac
07

tive in their metaphorical setting."

If, however, the

words used to create metaphor retain their literal sense,

then v/hy do these figures of speech seem to imply much
more?

Davidson attributes the pov/er of the metaphor

not to meaning but to truth.

As we contemplate a pas

sage, we note v/ords whose ordinary meanings have little

to do with the context of a sentence.

In fact, since

the sentence appears to be false (i.e., Richard is a lion),
we tend to "disregard the question of literal truth" and
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search, instead, for hidden implications.

Our search

for less obvious connections may lead us back again to
our unconscious.where we reflect on what we read and

struggle to achieve valuable insights.

Therefore, whether we are authors hunting for ways

to express.inexpressible ideas or readers hoping to
grasp what authors have.to say, we must somehow make
"nev/" connections between familiar objects and events;

our descent into the unconscious is an inextricable part
of the writing process.

As educators, we should consider that metaphors are
powerful teaching tools.

In fact, comparisons of all

kinds force students to examine objects and events, to
look from every angle, to search out similarities in un- .

expected places.

If metaphors stimulate creative think

ing, teachers should work hard at exploiting them.
Metaphor and Imagination

As we write, we journey to imaginary places; metaphors

require that vre travel down, within ourselves, looking for

new ideas or insights.

We test the material emerging

from Our unconscious, plugging it into fantasies and read
ing back the result.

Sometimes we choose to record our

imaginative play; other times vve do not.

In "The Metaphorical Process as Cognition, Imagination,

and Feeling," Paul Ricoeur explores the vital but intangible
, 60 ^

link betv;een metaphor and imagination.

First, Ricoenr

claims that metaphor both "abolishes (and) preserves
literal sense"; he maintains that metaphors sustain or
dinary visions (i.e., literal sense) v/hile at the same
88

time encouraging new ones.

The old and nev? exist to

gether like dear friends, bound to one.another despite
their differences.

Finally, Ricoeur attributes our

ability to entertain different points of view simulta
neously to imagination which he says "...contributes
'

■i

.

concretely to epoche (suspension) of ordinary reference

and to projection of new possibilities of redescribing
89

the world."

Thus, we spend the time between our

encounter Vi/ith metaphor and our insight into the re

lationship it suggests moving around in our imagination,
trying hard to fit disparate shapes together,

Ricoeur believes that "imagining and feeling" are
necessary components of metaphor and that theoretical

explanations must include both; he also insists that
we "assign semantic function to what seems to be mere

psychological features...."90

How do we go about fusing

psychology of imagination with semantics?

an explanation.

Ricoeur offers

He divides the metaphorical process into

three steps or stages: first, we tap the productive as
pect of imagination; second, we call upon imagination's

"pictorial dimension"; third, v/e experience "insight"
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v/hen we move from "sense" (i.e., ordinary image) to
"reference" (i.e., nev/ image).

During Ricoeur's first stage, we use imagination

to produce new stimuli which relate to our original
stimulus despite or through the differences that exist
between them.

We manipulate images and play with pos

sibilities much like Richard Koch's mediation phase
or Donald Murray's prevision period.

While engaged in

Ricoeur's pictorial stage, we slip into an "iconic mode"

using nonverbal symbols to represent our ideas.

Thus,

our exploration of metaphorical meaning leads us back
to Allan Paivio's work

which focused on the role of non

verbal imagery in the production of language.

Both men

link our semantic skill to nonverbal as well as verbal

processes v/hich we store in our unconscious until needed.

Finally, we come to Ricoeur's third stage, during which

insight actually occurs.

He postulates that the images

produced by imaginative play cause us to disregard, for
a moment, our "ordinary references."

Instead, we ex

perience nev; visions that emerge from our unconscious

and spill over into our fantasies.

The metaphorical

process encourages both writers and readers to reach

beyond familiar boundaries; metaphors can "make and re
make reality" and, during that process, even change our
91

way of. thinking.

We use the symbols that are available when
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communicating our insights to others.

Edith Wharton

recalls how sometimes her visions are accompanied by
language, ready for paper; other times she must wait

until the images find words.

During discussion of their

v/riting process, Eudora Welty and Virginia Woolf de
scribe periods v/hen they actively search inside them

selves for words that give shape and form to impending
ideas.

Metaphors provide options; they offer authors

the linguistic structures they need to describe those
thoughts and images that at first seem indescribable.

While we may experience new visions without them, meta

phors certainly encourage creative thinking.
Just as imagination contributes to the metaphorical

process, so does feeling,

Ricoeur claims that feeling

involves "mak(ing) ours what has been put at a distance
by thought, in its objectifying phase; not merely inner
•
states but xnterxorized
thought."92

According to Ricoeur,

we must feel as well as see new connections, or they

never become a part of us, a part of our thinking; thus,

"feelings accompany and complete imagination as 'pictur
.

9^

xng' relationships."

In Problems of Art, Danger also discusses feeling
and metaphor, but her focus is different.

She alludes

to "primitive forms of feeling" which she says cannot be
expressed through discursive symbols since discursive

symbols describe rational thought, and primitive feelings
63
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are not rational.

Metaphors, however, force us to

look past conventional, reasonable relationships, and

encourage us to experiment v/ith the irrational, the
unreasonable.

Because they are not tied to ordinary

meaning, they allow us to describe extraordinary feelings
and give form to extraordinary sensations.

In fact,

Langer claims that our metaphorical images are "...our
readiest instruments for abstracting concepts from the
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tumbling stream of impressions."

They are the notes

which help us to communicate our music to others; without

them, our great composers, our great poets would be lost
forever.

In their book Metaphors We Live By, George Lakoff
and Mark Johnson suggest that these figures of speech
not only help us to express the inexpressible but also

influence the way we structure our experiences.

They

go on to link metaphor with gestalt, a complex of proper

ties occurring together so often we experience them as a
96

v/hole rather than as separate occurrences.

According

to Lakoff and Johnson, although we experience gestalts
as wholes, in our unconscious, they exist as multidimen

sional structures made up of participants, roles and ac

tivities, stages, linear sequence (i.e., the ordering of
stages), causation (i.e., the conclusion of one activity
results in onset of another), and purpose.

They claim

that these dimensions or "categories...emerge naturally
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from our experience" and that we acquire the ability to
"see coherence in diverse experiences when we can cate
gorize them in terms of gestalts with at least the above

dimensions."97

Thus, during mediation or prewriting, vie

dissect our gestalts, noting individual dimensions which

together create whole experiences.

We search carefully,

for although these dimensions exist in our experience,
we do not always recognize them immediately.

Our hope

is that even diverse gestalts have some common dimensions
which v/ill, in turn, help us make new connections between

objects and events.

From these connections, come meta

phors, tools that enable us to talk about feelings and
happenings despite the voids in our vocabulary.

While Lakoff and Johnson believe that metaphors help
us to structure our experience, they also believe that our

experiences influence the way vje interpret and use meta

phors.

For example, when a problem is resolved we say,

"The matter is settled"; however,. V7hen an issue is not

resolved, we say, "That's up in the air."

Lakoff and

Johnson claim that we choose to use these particular

"orientational metaphors" (i.e., metaphors that give
concepts spatial orientation) because experience has

taught us that "it is easier to grasp something, to un

derstand it, in a fixed location than if it is floating
.

.
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in air."

Therefore, a matter .that we have resolved
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is "settled down" v/hile a matter that, remains an issue

is "up" above us, out of reach.

Lakoff and Johnson continue to discuss how experi
ence and metaphor are related.

Like old party-liners,

they rely on one another; they support the same world

view.

Indeed, our "ontological" metaphors (i.e., our way

of viewing events, activities, emotions or ideas as sub

stances or entities) are based on the way we experience
99

our physical world.

For example, Lakoff and Johnson

suggest that we refer to a "mind" as "brittle" when we

believe that someone has a "fragile ego," that is, one
that can be broken easily like "brittle" bones or "brit
tle" candy.

Think back to my discussions regarding the uncer
tain relationship that exists betv,/een the external en

vironment and our internal world.

Both psycholinguists,

like Slobin and Paivio, and literary scholars, like Mid
dleton Murray, agree that we internalize our experiences
with the outside world, storing them away in our uncon
scious until needed.

If inventing "ontological" meta

phors means that we must relive these experiences, then,

as writers, we look to our unconscious for help.

The im

pressions, sensations, and memories buried there fuse

with images and linguistic knowledge until, finally, we

are able to "assign semantic function" to "psychological
features" and the metaphor is born,
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Not only do these figures of speech, conceived in
our unconscious, influence our v/riting technique, they
also influence the way we perceive or understand con

cepts.

According to Lakoff and Johnson "certain con

cepts are structured almost entirely metaphorically
Love and hate are such concepts.

We tend to understand

them better v/hen expressed in metaphorical terms rather
than as definitions.

Metaphorical figures are usually

more concrete, more specific.

Perhaps, as we discussed

earlier, readers have less trouble understanding abstract
notions when authors compare them with sensations or events

that are familiar.

For instance, while we may describe

love as an emotion, "love is...a journey, madness, or
war," evokes far more feeling from readers, an objective
that most writers strive to attain,

Earlier, I cited

Middleton Murray's definition for writing style which
equated "style" with those techniques used by authors

to convey emotion.

Thus, the metaphor serves as an

important stylistic tool.
These complex figures of speech mold our writing

like gifted hands shaping clay.

They influence the way

we structure our experience; they provide words to de

scribe intangible feelings and a form for unfamiliar
concepts.

Indeed, according to Lakoff and Johnson, they
102

can even "create new realities."

This occurs when we

begin to think in terms of the metaphors that we have
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created.

When we say .that "love is war" rather than

sharing and then act on that assumption, our reality
changes.

We act differently and people in our environ

ment respond accordingly.

Thus, "changes in our con

ceptual systems changes v/hat is real for us"; Lakoff

and Johnson attribute these changes to new and imagina
tive metaphor.

Metaphors do more than decorate a text.

Literary

scholars and philosophers, like Murray, Langer, Black,
and Ricoeur, agree that metaphors are symbols for ideas
and encourage insight.

They spring from our unconscious

ready to help us communicate the inexpressible and under
stand the incomprehensible.

CHAPTER 4

THEORY AND

THE CLASSROOM

Applying the Theory

Our unconscious houses the images, the sensations,
and the linguistic knov7ledge we need to become better
writers.

While these internal elements seem accessible

to some, others have trouble reaching down inside them

selves to pull out ideas and linguistic structures.
Educators need to make students aware of their uncon

scious resources.

We must find ways to help our poten

tial authors gain access to implicit knowledge .so that

they can recover images and forms to use in writing as
signments.
In Writing the Natural Way, Gabriele Lusser Rico

attacks this problem.

Instead of writing by rule, she

insists that great poets and authors v/rite naturally;
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that is, their writing "emcerges from within."

They

tap into ideas and linguistic knowledge stored in their
unconscious.

Rico believes that we all have the potential

to become natural writers.

She uses current research in

"left brain, right brain function" as a foundation for

her ideas.

She alludes to the left brain as the "sign

mind" and the right brain as the "design mind."
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According

to Rico, the left brain is most concerned with "rational,

logical representation of reality and v/ith parts and log
ical sequences," while the right hemisphere "thinks in

complex images."105

Our "design mind" searches out pat

terns, even patterns in language, and in doing so makes

unconventional connections that evoke nevi insights and
feelings.

For example, the sign mind defines "woman" as

a "female human being" while the design mind "gives us
a 'feel' of wdmanness through patterning

Rico suggests that Susanne hanger's work on symbolic

thinking served as a forerunner to later research dealing
v/ith brain function.

Assigning language two intellectual

tasks (i.e., naming entities and then conceptualizing the
relationships that exist between them), prompted research
v/hich examined our ability to see things as wholes, as
well as our ability to analyze or classify the parts.
While our right brain experiences images, sensations, and

sounds as wholes, our left brain provides us with the syn
tax, semantics, and spelling that we need to "express our
selves literally, specifically, and verifiably."
In The Centered Skier, Denise McCluggage refers to

the metaphor as the "bilinguist" of the brain, looking to
the left hemisphere for verbal input and the right hemi
sphere for imagery.

According to McCluggage, the meta

phor's power lies in its ability to create insights,
70

stimulate new feelings, or clarify familiar sensations

by joining image to word.

Metaphors help us to express

what we feel, a vital prerequisite for writers, and so
we must explore methods that "re-awaken our talent for

metaphor-making," or for tapping into the material stored
in both hemispheres of our brain.
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Before beginning my methodological survey, I will

back-track for a moment, taking time to tie together
several theoretical threads.

Generating language is cer

tainly a necessary v/riting skill whether the words pro
duced are used to construct metaphors or other linguistic

figures.

Earlier, I discussed research conducted by

psycholinguists like Slobin and Paivio which suggests
that our language originates in the unconscious, a place
we use to store images gathered from the outside world.

Paivio believes that as we grow older our associative
skills grow stronger until, finally, we are able to con- .
nect names with referent images, and language is born.

McCluggage alludes to a similar process v/hen she theorizes
about metaphor.

This time, however, we create unconven

tional ties, joining words and images together that, at
first, seem to have little in common.

McCluggage have a similar focus.

Thus, Paivio and

They allude to a con

nection made between images roaming our unconscious and
words destined to express them.
Unfortunately, while both scholars agree that
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"bonding" between words, images, and ideas happens somev;here in the unconscious, neither can say for sure just
how this "coupling" occurs.

Paivio and McCluggage are

two links in an important chain that focuses on the vital
but uncertain relationship that exists between the things

v/e imagine and the things we write.

Fortunately, authors

like Wharton and Woolf take time to study their own writ

ing pi'ocess and then record saliant observations.

They

provide us v^ith empirical evidence that supports the work
done by theorists.' For example, Virginia Woolf laments
the difficulty she has translating v/hat is "vivid to her
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eyes" into prose.

In fact, she observes in the phys

ical world and then internalizes her observations, hoping
to use them when she writes.

Woolf discovers, however,

that often she must struggle, reaching down into herself,
to find words or phrases which describe images she has

internalized.

Thus, it appears that both theorists and

artists believe that elements housed in our unconscious

exert a powerful force over the lexical choices we make
during the composing process.

I return, now, to my study of Rico's "natural" writ
ing, a process fueled by implicit knowledge rather than

by prescriptive rules.

Rico likens the natural writing

process to a journey we make; she postulates that "...we
move from the wandering, exploring, inquisitive, recep

tive right brain in the productive, idea-generating stages
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to the sequential, syntactical, sequentially organizing
capabilities of the left brain in the later stages of

the writing process."

Thus, while the right brain

supplies US with patterns, images, sensations, and mem

ories, the left brain uses stored linguistic knowledge,
as well as information accrued during encounters with

literary classics, to help us implement our intuitions

or apply what we know to what we write.

Rico's descrip

tion of the natural writing process fits comfortably with
models devised by Donald Murray and Richard Koch.

Mur

ray, as I mentioned earlier, talks about prewriting and

writing while Koch discusses mediation and analogy.

Pre

writing and mediation are both constructs meant to ex

plain how images and ideas move from our unconscious into
awareness; writing and analogy occur when authors feel
ready to write ideas down.

Thus, all three theorists

agree that authors must spend time plying ideas on both

a conscious and an unconscious level in order to compose

effectively.

They also suggest that during the composing

process we move back and forth from conscious to uncon

scious thinking, from analogy to mediation, from prewrit
ing to writing, trying on one idea and then another.

How then do we "train" novice writers to exploit

unconscious resources?

Prewriting exercises, designed

to encourage imaginative thinking, can help students get
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used to experimenting with ideas and then discarding
those that don't work.

Often beginning v/riters seem

less threatened when working in groups and more willing
to experiment with unconventional ideas when surrounded
by others willing to do the same.

Teachers can initiate

imaginative thinking by exposing pupils to out-of-the
ordinary writing models, like Shel Silverstein's poems,
and by pushing them to contribute ideas even after their

reservoir of traditional responses runs dry.
Rico believes that natural writing develops along
with the young child; in fact, she claims that until the

age of nine or ten implicit knowledge and feelings, rather
than prescriptive rules, control our pens.

She uses the

stages of creative development described by Harry Broudy

in his article "Impression and Expression in Artistic
Development" to

trace the evolution of a writing style.

Broudy divides creative development into three stages:
innocent eye, ear, and hand which occurs between ages
two and seven; conventional eye, ear, and hand v/hich oc

curs between ages eight and sixteen; and cultivated eye,
ear", and hand which occurs once v/e have learned to inte

grate our innate story impulses with our acquired linguis
tic knowledge.

Rico believes that our right brain dominates during
the innocent eye, ear, and hand stage, a stage "charac

terized by v^holeness at expense of logic, by vivid images.

by accidental metaphors, by sensitivity to language

rhythms, by frequent recurrence of key words, and by
juxtaposition of logically incommensurate elements

Research conducted by developmental psychologists Howard
Gardner and Ellen Winner supports Broudy's description
of early creative thinking.

In their article "The Child

is Father to the Metaphor," Gardner and Winner share with

their readers metaphors created by preschoolers.

These

literary figures demonstrate how adept young children are
at using innate knowledge to help them express ideas

despite their,limited vocabulary.

Instead of drawing

upon the kind of precise definitions we have housed in

our left brain, children focus on images and sensations

living in our right brain.

They experience things as

"wholes"; they identify patterns; finally, they make con
nections that older children or adults, equipped with
larger vocabularies, often overlook.

Gardner and Winner

believe that children under the age of six base their

metaphors on the physical attributes of elements; however,,

this limitation does not dampen their spontaneity or their

inventiveness as is evidenced by the following examples:
a "mother's hair" is likened to a "dark forest"; a "plas
tic baseball bat" to "corn on the cob"; and a "bald man"
to a "barefoot head."
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Ironically, the researchers claim that youngsters
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do not use metaphors purposefully until they are eight

or nine and thus rapidly approaching the next stage of
creative development, the conventional eye, ear, and
hand period noted for its lack of spontaneity and orig

inality.

During this time, children are immersed in pre

scriptive learning.

They are trying hard to master the

mechanics of language and to "eliminate logical gaps in
stories"; thus, their focus is on detail, on the parts
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that make up the whole rather than on the whole itself.

Fitting in becomes an obsessive goal and conformity the
means to that end.

Adolescent writing reflects adoles

cent concerns and is, in turn, plagued by cliches and over
used language or observations.

Moving students beyond

the literal is an important goal for educators working
with middle school, junior high, and even high schoolaged students.

How?

Rico suggests that we start by

teaching them to "cluster."

Using Clusters and Models

In Writing the Natural Way, Rico refers to clustering
as the "design mind's shorthand"; it is an associative

process that involves reaching into our unconscious stock
pile for ideas and images.
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We begin to cluster around

a stimulus of some sort: a v/ord, a phrase, a picture, or
even a piece of sculpture.

As we search our imagination

for more ideas, our responses reflect less conventional
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thinking, and the words and phrases that seemed unre
lated at first begin to form patterns.

Rico describes

clustering as a "self-organizing process," one that pro
vides writers with two necessary elements, choices and
focus.

Certainly, clustering increases the number of

choices that we have available to us as we struggle
with ways to develop our ideas, but it also influences
the quality of those choices.

While not all the ideas

we cluster will appear in our finished piece, the pro
cess inhibits our left brain censor, permitting us ac
cess to fantasies that might otherwise remain sealed
•
.
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away in
our unconscious.

We recognize different pat

terns; we make new connections; we experience insights.
The next step in the natural writing process invplves
communicating those insights to others.

A fourth grade teacher, looking for ways to elicit
more inspired comparisons from her class, asked me to

attack this problem.

I decided to approach comparison

through poetry and combined some of Kenneth Koch's ideas

with Rico's clustering theory.

After reading the class

several comparison poems, v/ritten by both peers and pro

fessional poets, we "clustered" on a literary figure,
the metaphor.

I held up an object and asked pupils to

compare my stimulus with other stimuli in their environ

ment.

As I moved from student to student,, their responses

grew less conventional.

Just as Rico might have predicted,
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eventually students were able to connect objects that
seemed to have little in common.

The metaphors that

resulted were certainly inspired as is apparent from the
samples that follow: "pine cones" were "pineapples,"

"mouths with pointed teeth," and "porcupines"; a "plas
tic crazy straw" was a "loop-to-loop roller coaster,"

a "snake coiled to strike," and, finally, an unsuspect
ing mom's "baked lasagna."
While I used "clustering" in this instance to en

courage isolated examples, Rico moves beyond the mere

accumulation of ideas, insisting that we search among
them for a unifying thread.

These threads are hard to

ignore; in fact, they join words to images making it dif
ficult to keep ideas isolated from one another.

Identi

fying patterns helps potential authors to focus their
thinking which, in turn, inspires them to write.
Rico suggests that teachers limit their students'

initial composing time to ten minutes.

Pupils should be

encouraged, however, to write "vignettes" rather than

paragraphs which lack direction.

A vignette has a be

ginning, a middle, and an end and resembles a very short
story.

Authors, given just ten minutes to compose, have

little time to dwell on a particular word or image; in
stead, they use the ideas they've clustered, moving free

ly from one association to another.

Writing a vignette,

"a whole, a complete thought or statement on a subject,"

in such a short span of time disrupts left brain function;
the critical censor housed there has "no time to intrude

with 'yes, but...' objections."
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Our vignettes, then,

are basically right brain productions, unbridled pieces
emerging from fantasies that we may fail to even recognize
as

our

own.

While clustering worked well as a stimulant, I found

that many elementary school students had trouble writing
vignettes.

I decided to start them off with a more struc

tured format until they had gained experience with the

clustering process.

I began my next comparison workshop

with another brainstorming exercise; however, this time,

we focused on two objects rather than a literary form like

metaphor.

We clustered on refrigerator and school desk

which then became topics for the poems they wrote.

With

a blackboard full of ideas to get them started, I told the

class that they were to compose a comparison poem; hov/ever,

these comparison poems would also be magic poems.

Whether

they chose to write about a school desk or a refrigerator,

their job was to convince readers that the desk or "fridge"
in their piece had magical qualities.

I supplied students

with two lines to begin their poem and two to end it.
They were to write the body making sure that each new line

contained a comparison.

In Appendix A, I have included a

sample handout and several of the poems submitted by
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student poets.

While two of my sample authors enjoyed

v/riting, the others had trouble completing written as
signments.

I was pleased with their level df involve

ment and with the poems many produced.

I continued to experiment v^ith clustering and used

it in conjunction with several different teaching strat

egies.

I remembered Howard Gardner's work on early child

hood images and wanted to include some of his ideas in my
teaching presentations.

Since Gardner claims that our

early experiences with imagery are multisensory in nature,
I designed prewriting activities that focused on several

different senses.118

I have chosen tv/o sample lessons to

discuss since both excited the children and inspired
some quality writing.

I presented my first lesson to a fourth grade class
made up of children with varying academic capabilities.

I introduced clustering techniques during a discussion
which focused on writing as a process.

First, we brain

stormed on the word process and, then, on writing process.

In the end, we established that composing happened in
stages and required more than an initial draft.

Our next activity centered on a large conch that a
friend had patiently taught me to sound.

We talked brief

ly about Polynesian people and how they used the shell as
a means of communication.

After asking the class to close

their eyes and listen, I sounded the conch and asked them
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to contribute the first word that came to their mind.
One word led to another until the blackboard was full of

ideas, each the seed for a story.

Finally, I did as Rico

suggested and had each student write for ten minutes about

the conch.

I encouraged them to use words we had clustered

in their vignette but reminded the group that they did not
need to include all of our ideas.

After examining their

productions, I decided that children this age should be
encouraged to expand their thinking by moving on to another
draft and thus experience writing as a process.
mented on the papers, offering some direction.

I com
Next, I

requested that the children take their stories one step
further.

In Appendix B, I have included work submitted

by several different students.

Once again, I have chosen

samples v/ritten by pupils who have difficulty producing
any written vfork in class as V7ell as those written by
more prolific students.

I felt that our prewriting ac

tivities inspired some of the slower students as v/ell as
the high achievers.

The second lesson I taught was to a "gifted and
talented" class, composed of kindergartners, first, and
second graders.

Because of the differences in academic

skills that exist between kindergartners and second

grade students, I decided to involve as many of the senses
as possible during our prev/riting exercises.

Our first activity centered on a redv/ood burl that

I brought into class.

We studied the burl, noting its

size, color, and texture.

Next, we looked at pictures of

redwood trees varying in age and size.

The children talked

about why they felt some of these trees were able to sur

vive 3000 years and about their own experiences with the
redwoods in our surrounding national parks.

We clustered

on the word "tree" and v/ere able to expand our thinking
to include many different species. .
Next, we pretended to be trees living through sun,

v/ind, and cold, housing a variety of creatures.

After

using our bodies to express our ideas, we looked at poems
v/ritten about trees taking some time to study the language.
We discussed poets and hov/ they used words not only to
describe objects like trees but also to express their
feelings about them.

Finally, with rolled newspapers and scissors, v/e made
our ov7n trees and used them as characters for our story.
I decided to introduce a second character, a creature

who lived among the trees in the forest.

A friend por

vided me v;ith the head of a wild boar which, needless to
say, piqued the children's interest and stimulated some

fascinating clusters.

Surrounded by blackboards filled

with ideas, v/e broke up into three groups, each with an
adult to act as scribe.

I settled on scribes to record

the group stories , so that my: beginning v/riters could
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concentrate on ideas rather than printing and spelling.
We did read back our work quite often, and the children
were quick to hear syntactical errors which we then cor

rected.

Later, I printed their stories on the word proc

essor and gave each of the students a copy; they v/ere
proud of their productions and a little surprised at the
differences between them.

I have included all three

stories in my Appendix C.

Like Wharton, Welty, and Woolf before her, Rico

claims that we all have feelings as well as images locked
inside, waiting to emerge in our poetry and prose.

Per

haps clustering can help "blocked" writers push past left
brain Concerns and tap Into their "oil wells," just as

Virginia Woolf "bore down" into hers.^^^

While v/e need

images, sensations, and memories to write about, we also
need access to words and forms so that we can communicate

ideas to an audience.

Where is our linguistic knowledge

stored and how do we reach it?

Earlier, I discussed

research done in this area by psycholinguists like Slobin

and Paivio.

I distinguished between linguistic competence

and performance and explored how innate linguistic know
ledge influenced writing style.

I also examined Northrop Frye's ideas about imagina

tion and literature and noted how he stressed listening
and reading for potential authors.

Frye insists that

literature is "more structure than content" and that when
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exposed to literary classics, we internalize important
structural principles, principles that emerge later in

our own writing.^^*^ in Writing the Natural Way, Rico's
suggestion that "modeling" serves as an important teach

ing technique parallels Prye's thinking.

Like Frye,

Rico claims that our imaginative play is influenced by
the literature we read and that a "master's" work pro

vides novice writers with a "structure, an aesthetic pat
tern to follow-, v/ithin which to treat our own discovered
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content,

Edith Wharton, a master herself., broaches the same

issue when she addresses "beginning writers" in l^he
Writing:of Fiction.

She warns novices against turning

away from literature that has proven its worth over the

ages and, instead, encourages them to absorb what they
can.

As a young society girl, Wharton's only real liter

ary training came from the stolen hours she spent hidden

away in her father's library ravaging the classics.

Thus,

this author chides beginners who worry about "doing what
has been done before," arguing that "true originality is
found not in a new manner but in a new vision

Originality, for Wharton, involves looking at a subject
over time, turnxng it round and round, noting patterns
and perspectives until connections emerge that are that
writer's own.

In fact, the pupils I have worked with love to hear
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what others have written.

Before asking students to

write comparison poems, I read them a number of peer
samples taken from Kenneth Koch's Wishes, Lies andvPreams,

as well as poems produced by professional poets.

They

listened intently but were especially inspired after
reciting, as a group, the ultimate poetic metaphor, Shel
Silversteih's "Jimmy Jet and His TV Set."

While we must

write poetry to become poets, reading poems produced by
others can only help us to compose our own.
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CONCLUDING THOUGHTS

We end here as v/e began, trying to identify those

elusive elements that live in our unconscious yet con
trol what we compose.

Can we be specific and attach

precise labels to these constructs called unconscious

elements?

Unfortunately, we have trouble tracing our

implicit knowledge back to its source; in fact, just
gaining access to our internal images and ideas is often
challenge enough.

These unconscious contributors to v/riting are not
concrete; we cannot touch them or hold them.

Instead,

we must wait for them to emerge in our fantasies or

speak to us through our inner voice.

In fact, unconscious

elements defy direct observation, and so researchers in

terested in language and composing must resort to using
overt linguistic behavior, introspection, and recorded

observation to attain data.

I have explored theories

that dealt with linguistic structures, the composing
process, imagination, and the relationship between

language and feeling, all based on information gathered
from these secondary sources.

Thus, while linguists,

psycholinguists, psychologists, authors, and literary
scholars recognize that unconscious factors are difficult
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to isolate, these theorists continue to study them using
accessible information as support for their ideas.
What did we learn about the nature of these elusive

constructs?

Psycholinguists, like Slobin and Paivio,

insist that our "linguistic competence" or implicit know

ledge affects the way we write.

They focus on those syn

tactic and semantic elements stored inside us waiting
for a chance to emerge in our poetry or prose.

Indeed,

our "unconscious" does our internal banking, dispensing
the information we deposit there for safekeeping.
While linguistic elements certainly contribute to our

v/riting, other internal factors, like imagery and feelings,
also play important roles.

We interact with bur external

environment and then internalize our experiences using
imagery to preserve events, objects, and the feelings that
accompany them.

Langer suggests that the images we inter

nalize are our own perception of reality rather than
"reality" itself; however, these "illusions" or "semblances
of life" inspire us to write.

How do we move them from

our unconscious to awareness?

According to Bodkin, imag

ination allows us access to our unconscious but lived ex

periences, experiences that influence what we write.

Our imagination is our playground, a place to play
with thoughts, feelings, and memories.
ate; we cluster.

We dream; we medi

From the visions stowed away in our un

conscious emerge fantasies, and from our fantasies, we

V7rite our poetry and prose.

The forms v^e choose, the

grammar and the words, are influenced by our "linguistic

competence" or implicit knowledge, by the prescriptive

learning that we have internalized, and by the message
we wish to convey.

Thus, the grammatical and lexical

choices authors make are based in part upon their acces

sible linguistic alternatives and, in part, on the message
they wish to communicate to others.

For example, writers

may repeat phrases or use parallel structures in order

to emphasize an idea, or, as in the case of metaphor,
they may make unlikely comparisons using words in unex
pected ways to help readers achieve new insights.

Thus,

authors choose from the linguistic options available to

them; however, the choices they make are influenced by
what they want to say.
Do most established authors have an end fixed in

their head before they start a story?

Wharton, Woolf,

and Welty feel that writing begins with isolated ideas

moving round in circles of their own waiting to join

up with one another.

Welty likens writing to riding

on a train watching distant ideas grow closer and then
clearer:

Connections slovely emerge.

Like distant land

marks you are approaching, cause and effect begin
to align themselves, draw closer together. Exper
iences too indefinite of outline in themselves to
be recognized for themselves connect and are iden

tified as a larger shape.

And suddenly a light is

thrown back, as when your train makes a curve,
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showing that there has been a mountain of meaning
rising behind you on the way you've come, is„rising
there still, proven now through retrospect.
As we write, things happen in our head.

Images,

both personal and universal, surface in our imaginations,

intruding on our fantasies, begging for space on a page.
Both personal visions and "primordial images" (visions

shared by all mankind) are important to us as individuals;

however. Bodkin and Jung suggest that "great literary
figures" borrow from archetypes, experiences buried in

the unconscious of every human being.

Writers manipulate

images, feelings, words, and phrases until, finally, the

bits and pieces floating aimlessly in space converge and
a whole is born.

Since v/e write from our unconscious,

we should expect that the elements lurking there exert a
powerful force when we compose.

Obviously, I think that unconscious factors play a
vital role in molding writing style, yet I also believe

that "prescriptive" learning has an effect on the develop
ment of technique.

As educators, we need to expose be

ginning writers to a variety of grammatical possibilities
that can enhance their style while providing them with

different ways to express ideas and feelings.

We also

need to help students develop vocabulary so that they
can describe their "nonverbal images" and their "virtual"

experiences as well as the feelings that accompany both.
However, we cannot expect students to use techniques
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before they have internalized them or made them their
own.

Even established writers must feel comfortable with

a word or syntactic structure before using it in their
writing.
Hov7 can educators help students to internalize

vocabulary and grammar?

We should try to have pupils do

more than simply alter given examples.

Instead, V7e should

style exercises so that our beginning writers are forced

to use words and syntactic structures which we have taught
in sentences of their own.

orate.

Our methods need not be elab

For instance, we can use paintings or photos to

elicit clauses when teaching compound and complex con
structions.

I used a ski photo and a sailing photo as

stimuli and asked students to write a series of independent
and dependent clauses describing the actions pictured.
Next I had them join independent clauses to form compound
sentences and then dependent and independent clauses to

form complex constructions.

We were all a bit surprised

by the variety of responses elicited from just two stimuli,
two simple photos.
While these ideas are not "new" discoveries in edu

cational theory, they are well-worth mentioning here, for
if internal forces do shape writing, then v/e must use

teaching methods that focus on making explicit knowledge
implicit.

Our students must learn to do more than
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verbalize rules or definitions.

They must practice

using what we teach; otherwise, the elements already
housed in their unconscious are stowaways, waiting for
the opportunity to mutiny and overthrow prescriptive
rules.
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APPENDIX A: WRITING COMPARISONS

Sample Handout;

Writing Comparison Poems

We are going to v/rite comparison poems today; how
ever, these comparison poems will also be "magic" poems
Whether you choose to write about a school desk or a

refrigerator, your job will be to convince readers that

the "desk" or "fridge" in your poem has magical qual
ities.

I have supplied the first tv7o lines and the last

two lines.

Have fun filling in the body!

Assignment
1.

First two lines:

My desk in school is a magic desk,
.1 know from what I've found there.
Sample line:

Erasers big as air balloons that spell wrong words
correctly.
or

My fridge at home is a special fridge,
I know from what I've found there.
Sample line: .

Eggs like pies that taste like peanut candy,
2.

a.
b.

Body of poem:

Each line must contain a comparison.
You may make comparisons by using "like" or "as" or

by pretending that one thing
Example:
c.

the other thing.

Worms like overcooked spaghetti or

Worms are overcooked spaghetti
Body of the poem must include a minimum of 3 lines.
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.3.

Last two lines:

My desk in school is a magic desk,
I know because I sit there.
or

My fridge at home is a special fridge,
I know because I eat there.

Student Poems:

"Fridgerator and Desk"

My fridge at home is a special fridge.
For I found a giant pie that tastes like ice cream
sandwiches.

My desk is a special desk.

It has a paper roll as big as the world.
by Mike, Grade 4

"My Desk"

My desk at school is a magic desk,
I know because I sit there.
My desk has chewed up pencils.
Like chewed bubble gum,
I have a checkbook like a wallet,
I have so much stuff in there like,
A crowded city.
My desk at school is a magic desk,
I know because I sit there.

by Chris, Grade 4

"My Magic Desk"

My desk at school is a magic desk,
I know from what I've found there.
Books as thick as mission walls.
Pencils as flat as paper.

Spare staples as sharp as heads of pins,
English books blown up like balloons,
Crayons that write like rainbov/ falls.
Pennies that grov/ up into dollars.
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My desk in school is a magic desk,
I knovz because I sit there.

by Rebecca, Grade 4

"My Magic Desk"

My desk in school is a magic desk,
I know from what I've found there.

My desk has a lot of junk like the dump.
My pencils are skinnier than string.
My crayons are like a rainbow.
My desk is a magic desk,
I knov/ that because I sit there.

by Ceci, Grade 4
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APPENDIX B: LESSON 1, INTERMEDIATE

Student Samples:

"The Conch Shell"

Once there v/as a little animal who lived in a conch
shell in the bottom of the ocean.

It was a smooth shell v/ith a pinkish coloring to it.
It was the kind of shell you could hear the ocean^in.
All his friends, Katina, Albert, and Carrie called

him Pinkie. But, as time went on. Pinkie grevj bigger
and bigger and bigger until it was hard for him to get
through his door.

His friends were afraid that someday he would get
caught in his door. So, one fine ocean day, he went
to a shell seller and told him to try to find a new

bigger conch shell with a bigger shape.

The shell seller

knew hov7 much Pinkie loved his home.

"All right," he Said.

"I'll have it ready in five

days."
"Bye," said Pinkie.
"Bye," said the man.

One day Katina, who lived next to Pinkie in a conch
shell you could blow in, Albert, v7ho lived across the

slippery. Seaweed Street from Pinkie in a twisty shell,
and Carrie who lived next to Albert in a very small shell,
all heard a scream.

Katina ran over to Pinkie's house and looked at the
door.

Pinkie was stuck!

"Don't worry," called Katina.

Arnold and Carrie

appeared at the door.

"Pinkie, you're stuck," cried Carrie.
"Are you alright?" asked Arnold.
It was hard for Pinkie to talk, but he knevz if he

didn't say something, his friends would be worried.

He

gathered his stomach in and said "Don't worry." (Pant)
I'll be ok.

(Pant, pant)

"Let's go," cried his friends, and they raced off
for help.

Soon, a shell help man was cutting the door of the

shell V7ide enough so that Pinkie could squeeze through.
It seemed to Pinkie hours before he could be pulled
out of his shell.
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Two days later, Pinkie walked to the shell seller's
shop. There, in the door was a beautiful new shell.
On it there was a sign that read:
Here's your house. Pinkie!
by Rebecca, Grade 4

"The Shell"

I was at the beach.

I went to the other side of the beach.

All of a sudden, I fell in a large pit. At last I hit the
bottom. I hurt my ankle so I started to crawl. It was
dark. My ankle felt a lot better. I got up. I.tripped.
I got up and grabbed a torch and lit it. I saw a cave
filled with conch shells, so I filled my shell bag. I
went and looked around.

There were bats and rats and

all kinds of ledges. I v/alked to the end of the cave.
There v/as a wall. I fell and pushed the wall, and it
opened. I walked in. People were walking and running..
I was about to show myself when suddenly the guards
grabbed me. I tried to run. They took me to the king.
by Mike, Grade 4

"The Big War"

When I was steadily working, I heard a conch. It was
a war. So I ran and grabbed my spear and sword. I
went out to fight and won my fair maiden. She was queen.
I was king. So we ruled happily ever after.
by Mike, Grade 4

"The Story of the Conch Shell"
One day, I was on the beach of Hawaii.

I was in the

water. It got a little cold for me. I got out for awhile
to dry off. I v/ent over by some rocks. I stepped on a
very sharp thing. I screamed! I picked up the thing that
I stepped on which v/as apparently very sharp. Then I
looked at it very close. Why it looked like some kind
of beautiful shell! It was huge. I couldn't believe it!

I brought it in and got it all cleaned up. The next day
when we left Hawaii and got back to our own house, I put
it in my room for av/hile. I left it there and v/ent out
to play.
Suddenly, when I came back in my room, it was all

different!

Colors were swaying back and forth in my room!

The conch shell v/as MAGIC!! 1
I patted it and it took
me back to the ancient Polynesians!!! Then it took me
way back in time where the dinosaurs were! I couldn't
believe it!!!

Then suddenly, a Tyrannosaurus Rex was chasing me.
He got me in his mouth and almost bit me!!! I thought
I was dead! Just at that point, I appeared back in my
own room. I was safe!!!!
Boy, just think, a MAGIC
CONCH SHELL!!!

by Carrie, Grade 4
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APPENDIX C: LESSON 2, PRIMARY

Student Samples;

"The Lonely Boar Finds the Friendship Tree"
One rainy day, the lonely boar went looking for food.
He was lonely because he was ugly and everyone was afraid
of him. He found a shady oak tree with lots of soft green
grass under it. Lester ate 50 acorns and then fell asleep
on the soft green grass. Meanwhile, some chipmunks came
out to play and gather acorns.
While they were playing
in the branches, they dropped an acorn on Lester's poor
head. Surprised, Lester v/oke up and saw a frightened
little chipmunk. Lester gave the little chipmunk the
acorn that had dropped on his head and Smiled at him.
The chipmunks decided Lester was O.K., and they all became
good friends. Lester decided the tree was very special
because that's where he found

his friends.

He made the

"friendship tree" his home for the rest of his life!
by Laura, Ethan, Tiffany
Cullen and Michael

"Lester and Winston"

Once upon a time a wart hog named Lester was walking
in the forest. He was looking for food because the mother
wart hog had just had her babies. Then he found an oak
tree with lots of acorns. Lester was happy that he had
found some food, but he also felt sad because the acorns

were too high up in the tree for him to reach.
Lester said, "Oh darn."

Then a voice said, "I will help you."
Lester v/as startled by the voice. He looked up and
saw that the tree was talking to him.
"My name is Lester," said the wild boar, "What is
your name?"
"My name is Winston," said the oak tree. "What is
your problem, Lester?"
"I need some of your acorns for my family to eat."
Winston said, "I will just shake my limbs and you
can have all you want."
"Thank you very much," said Lester. "I will help

you any time you need me," said the wart hog.
So v/inter came and a man came and wanted some fire

wood. Winston
Lester!" Then
The woodcutter
He dropped his
They
They

was frightened and so he called out "Lester,
Lester came running with his v/hole family. ,
sav/ a herd of dangerous wild, wild boars.
ax and chainsaw and ran back home.
were now friends forever!
lived happily ever after!

by Brandon, Phillip, Cathleen,
Ryan, Lisa, and Marika

"Lester's and Winston's Adventure"

Once upon a time there wei'e two pals living together
named Lester and Winston.

Lester was a wild boar and Win

ston v/as a tree. And they lived in a cave. Once they
v/ent out on a journey in the forest. Lester fell from a
cliff and hurt himself. Winston put dov7n his branches,
and Lester grabbed them. Winston pulled Lester up. Then
they discovered caves, and one of them had a treasure.

The
treasure v/as brown v^ith. a golden plate in the middle with
a keyhole in it.

The treasure was wet.

Then a bear came

out of the cave, and they were attacked. So they ran, out
of the cave until they thought the bear was gone. They
V7ent back to the cave, found the key under the golden
plate, and unlocked the treasure.
Then Lester and Winston found a journey and went on.

it.

They found a maze that looked like a zig-zag, and

there was a golden crayon and ring at the end. The maze
had traps, and no one got through it. But the maze never
had a v/ild boar and tree come to it before, and Lester
and Winston tried the maze and made it to the end. They
took the treasure back to their home, put it in a safe
place, and celebrated.

Lester ate nuts, and Winston

drank v/ater.

Signed Lester and Winston

by Jason, Mickey, Kristyna, Erin,
Robbie, and Brett

99

NOTES

^ Dan I. Slobin, Psycholinquistics, 2nd ed. (Palo
Alto: Scott Foresman, 1971) 12.

^ Slobin 78.
3

Alan Paivio, Imagery and Verbal Processes (San
Francisco: Holt, Rinehart and Winston, 1971) 434.
4

.

.

Paxvxo, Imagery 435.

5

Paxvxo, Imagery 435.

^ Paivio, Imagery 437.
7

.

.

Paxvxo, Imagery 436.

^ Mina P. Shaughnessy, Errors & Expectations (New
York: Oxford University Press, 1977) 88.
9

Shaughnessy 89.
Eric Klinger, Structure and Function of Fantasy

(New York: John Wiley and Sons, 1971) 10.
Northrop Frye, The Educated Imagination (Blooming
ton: Indiana University Press, 1964) 22.
12
13

Frye, Educated 33.
Frye, Educated 100.

14

Northrop Frye, "The Developing Imagination,"
Learning in Language and Literature (Cambridge: Harvard
University Press, 1962) 37.
15

Maude Bodkin, Archetypal Patterns in Poetry:

Psychological Studies of Imagination (London: Oxford

University Press, 1963) 7.
16

Carl Jung, Modern Man in Search of a Soul, trans.
W. S. Dell and Cory F. Baynes (San Diego: Harcourt Brace
Jovanovich, 1933) 165.

100

17
18

Jung, Modern Man 168.

Jung, Modern Man 166.

19

John E. Oster, "Mashing Little Red Devils: ■Teach
ing the Process of Writing," English Quarterly 14 (Winter
1981-1982) : 27.
20

Richard Koch, "Polarity in the Composing Process,"

Freshman English Nev^s 8
21

(Winter 1980) : 17 .

.

Linda Flower and J. R. Hayes, "Cognitive Process
Theory of Writing," College Composition and Communication
32

(December 1981) : 367
22

Susanne Langer, Feeling and Form (New York; Charles
Scribner's Sons, 1953) 258.
23

Susanne Langer, Problems of Art: Ten Philosophical
Lectures (New York: Charles Scribner's Sons, 1957) 131.
24

Langer, Feeling and Form 263.

Klinger 347.

Klinger 111.
Klinger 217.

Klinger 220.
Klinger 218.
30

Oster

27.

Klinger 220.
32

Dorthea Brande, Becoming a Writer
court. Brace and Co., 1934) 26.
Brande
34

.

.

(Nev/ York: Har

27.
.

Virginia Woolf, A Writer's Diary (New York: Har

court. Brace and Co., 1953)
Woolf

7.

Woolf

136.

Woolf

136.

60.

101

38

Eudora Welty, One Writer's Beginnings (New York:
Warner Books, 1983) 83.

Welty 98.
40

Woolf 22.

VJoolf 25.

Jung, Modern Man 168.
43

Woolf 47.

44

Edith V7harton, A Backward Glance (New York: Apple
ton Century, 1934) 203.
45
46

47
48
49
50
51

52
53
54
55

56
57

Whartoh, Backward Glance 204.

Wharton, Backward Glance 200.
Woolf 93-94.

Wharton, Backward Glance 203.

Welty

13.

Welty

13.

Welty

93.

Welty

109.

Wharton, Backward Glance 212.

Wharton, Backward Glance 210.
Woolf 129-130.

Woolf 130.
Woolf 136.

58

Woolf 128.
59
60

61
62

Woolf 128.
Woolf 165.
Woolf 47.

Welty

108.

102

■

63

Welty 95.

.

64
Woolf 14.

Woolf 134. ^
Edith Wharton, The Writing of Fiction (New York:
Octagon Books, 1966) 20.
Woolf 73.
68

Middleton Murray, The Problem of Style (London:
Oxford University Press, 1971) 17.
69
70
71
72
73

Murray 24.

Langer-, Feeling and Form 241.
Langer, Feeling and Form 245.
Langer, Problems of Art 21.

Walter Pater, "Style," in Representative Essays

on the Theory of Style, ed. William Brewster (Nev/ York:
O
Macraillan and Co.,
1905) 303.
OC
74
75

76
77

78
79
80
81

Murray
Murray 86.
Langer, Problems of Art 131.
Langer, Feeling and Form 238.

Murray 88.

Murray 12.
Langer, Problems of Art 23.
Langer, Problems of Art 26.

82

Max Black, Models and Metaphors (New York: Cornell
University Press, 1962) 34.
83

Howard Gardner and Ellen Winner, "The Child is

Father to the Metaphor," Psychology Today May 1979: 91.
84

Black 38.
Black 39.

103

86

Donald Davidson, "What Metaphors Mean," Critical

Inquiry 5 (Autumn 1978): 32.
87

Davidson 34.

88

Paul Ricoeur, "The Metaphorical Process as Cogni
tion, Imagination and Feeling," Critical Inquiry 5 (Au
tumn 1978): 154.
89

Ricoeur 154.

90

Ricoeur 143.

91

Ricoeur 151.
92

Ricoeur 156.

93
94
95

Ricoeur 157.

Langer, Problems of Art
Langer, Problems of Art

96

George Lakoff and Mark .

By (Chicago: University of Chicago Press, 1980) 71.
97

Lakoff and Johnson 81.

Lakoff and Johnson 19.
99

Lakoff and Johnson 25.
Lakoff and Johnson 85.
Lakoff and Johnson 67.

102

Lakoff and Johnson 145.
Lakoff and Johnson 145.
104

Gabrielle Lusser Rico, Writing the Natural Way
(Los Angeles: J. P. Tarcher, Inc., 1983) 19.
105

Rico 17-18.
Rico 18.

107

Rico 77.

108 T, .

Rico 190.

104

109

110

Woolf

128.

.,0

Rxco 72.

111 Rico
T. ■
C,
54.

112 Rxco
r, cc:
55.
113

Gardner and Winner 85-86.

114

Rico 57.
115
Rxco 17.

116
117
118

119
120

•

yin

Rxco 43.

Rico 43.
Gardner and Winner 88.
Woolf 73.

Frye, "Developing Imagination" 37.
Rico 44.

122

123

Wharton, The Writing of Fiction 18

Welty 98.

105

SELECTED BIBLIOGRAPHY

Black, Max. Models and Metaphors.
versity Press, 1962.

Bodkin, Maude.

New York; Cornell Uni

Archetypal Patterns in Psychology: Psycho

logical Studies of Imagination.
versity Press, 1963.

Brande, Dorthea.

Becoming a Writer.

London: Oxford Uni

New York: Harcourt,

Brace and Co., 1934.

Davidson, Donald.

"What Metaphors Mean."

Critical In

quiry 5 (Autumn 1978): 31-47.

Enkvist, Nils Erik.

"On Defining Style: An Essay in Ap

plied Linguistics." Linguistics and Style. Ed. John
Spencer. London: Oxford University Press, 1971. 3-56.

Flower, Linda and John R. Hayes.
of Writing."

"Cognitive Process Theory

College Composition and Communication

32 (December 1981): 365-387.

Frawley, William.

"Theoretical Linguistics in Composition:

An Exorcism."

Papers in Linguistics: International

Journal of Human Communication 14.2 (1981): 253-270.

Freeman, Donald C.

"Linguistic approaches to Literature."

Linguistics and Literary Style.

Ed. Donald Freeman.
San Francisco: Holt, Rinehart and Winston, Inc., 1973.
3-17.

"Linguistics and Error Analysis: On Agency."
ings in Applied English Linguistics. Ed.

and Michael Linn.
1982.

3rd ed.

Read

Harold Allen

New York: Alfred A. Knopf,

428-435.

Frye, Northrop. "The Developing Imagination." Learning in
Language and Literature. Cambridge: Harvard Univer
sity Press, 1962. 31-58.
The Educated Imagination.
versity Press, 1964.

Bloomington: Indiana Uni

Gardner, Howard and Ellen Winner.

the Metaphor."

"The Child is Father to

Psychology Today

106

May 1979: 81-91.

Gleason, H. A. Linguistics and English Grammar.
cisco: Holt, Rinehart and Winston, 1965.

Hough, Graham.

Style and Stylistics.

San Fran

Nev; York: Routledge

and Kegan-Paul, 1969.
Jung, Carl. The Basic Writings of C. G. Jung.
de Laglo. New York: Random House, 1959.

Ed.

Violet

"Psychology and Literature." Modern Man in Search of
a Soul. Trans. W. S. Dell and Cory F. Baynes. San
Diego: Harcourt Brace Jovanovich, 1933. 152-172.
Klinger, Eric. Structure and Function of Fantasy.
York: John Wiley and Sons, Inc., 1971.
Koch, Kenneth." Wishes, Lies and Dreams.
House Publishers, 1970.

New

New York: Chelsea

Koch, Richard. "Polarity in the Composing Process."

Fresh

man English News 8 (Winter 1980): 14-18.

Lakoff, George and Mark Johnson. Metaphors We Live By.
Chicago: University of Chicago Press, 1980.
Langer, Susanne. Feeling and Form: A Theory of Art.
York: Charles Scribner's Sons, Inc., 1971.
Problems of Art: Ten Philosophical Lectures.
York: Charles Scribner's Sons, Inc., 1957,

Murray, Middleton. The Problem of Style.
University Press, 1971.

New

New

London: Oxford

Oster, John E. "Mashing Little Red Devils: Teaching the
Process of Writing." English Quarterly 14 (Winter
1981-1982): 21-30.

Paivio, Allan.

"Imagery and Language."

Imagery and Ver

bal Processes. San Francisco: Holt, Rinehart and
Winston, Inc., 1971. 433-476.

"Language and the Symbolic Processes: Linguistic
Models and Associationism." Imagery and Verbal Proc
esses. San Francisco: Holt, Rinehart and winston.
Inc., 1971.

Pater, Walter.

393-431.

"Style."

Representative Essays on the

Theory of Style. Ed. William Brev/ster.
Macmillan and Co., 1905.
284-310.

107

New York:

Petrovsky, Anthony R. and James R. Brozick.

"A Model for

Teaching Based Upon Current Knowledge of the Compos
ing Process."

English Journal 68 (January ]979) - 86

101.

Rico, Gabriele Lusser.

Writing the Natural Way. Los

Angeles: J. P. Tarcher, Inc., 1983.

Ricoeur, Paul. "The Metaphorical Process as Cognition,
Imagination and Feeling."

Critical Inquiry 5 (Au

tumn 1978): 143-159.

Shaughnessy, Mina P.

Errors and Expectations.

New York:

Oxford University Press, 1979.

Slobin, Dan Isaac.

Psycholinguistics.

2nd. ed. Palo Alto:

Scott Foresman and Co., 1979.

Spencer, John and Michael Gregory.

"An Approach to the

Study of Style." Linguistics and Style. Ed. John
Spencer. London: Oxford University Press, 1971
59-105.

Welty, Eudora.

One Writer's Beginnings.

New York: Warner

Books, 1983.

Wharton, Edith.

A Bnckward Glance.

New York: Appleton

Century, 1934.

•

The Writing of Fiction.

New York: Octagon Books,

Inc., 1966.

Woolf, Virginia.

A Writer's Diary.

Brace and Co., 1953.

108

New York: Harcourt,

